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For Andrew Britton: 

A Personal Tribute 

Andrew died of AIDS on Lister Sunday of thi* 
vear: I in. 1 xx.w in hb early Ion lev 

I first met Andrew when I was teaching je the 
L ’niverxh v ol VCarwitk in Ltigland. I le applied t«* do 
■in M.A- in I ilni Studs under me, this being at die 
e i me i he onh autonomous film department in a 
Elrmsh wniversiiy. He %%ax very ^liy and awkward* 
jthI n took me all of two weeks to revogm/e th.u my 
new student |k>ssc-\sed an intellectual grasp incompa- 
tjblv Mi|\ri«ir to m > own. So, very swifily. mv sui 
deni kcame mv menmr. and transformed nw whole 
.ittitude to slit- cinema .ind in society. I learned so 
much more from him than he oir did I mm me. I nr 
4 jew wars l vi finally gave Lap writing it seemed 
obvious- ei » me that Andrew would do everything l 
wanted in do, ,md dint tar krivr. I might* I supper , 
have resent ed this it' he hadn't been also so wai. so 
gentle, mi diffident. so lovable, and so supportive of 
me. 

|'iir me, Andrew was, and remains, quite smiph 
the finest w ri l e r mi film in the Knglish language in 
date. It 'one thinks of a writer's achievement in terms 
id hulk, then one must %jv that his potential was 
ties ei hi lie realized, the lx mbs fie planned never writ- 
ten. Vet in .1 sense ii is all there m wfiai he gave its: .1 
IWv ot work. though dispensed among a number of 
magazines of somewhat limited accessibility 
( / r amftirork, .Wnrzr, Tiff Auftrathtu ft*urmt nf him 
I'fiwry, t jftrAt ntfrt l of rare distinction, integrity and 
^emmsiiv, of quite sufficient substance I nr the reader 
id insight and imagination to inter wb.n niigtn base 
Ixen jehieivd under more auspikimis t in li instances 
(and I refer there not only in At DM Lwrythirig he 
wrote was about so mueh more than us ostensible 
vLihjeLt. the range Lhf reference and suggestion moving 
constant I v outwards through the tuliufc, denionstrn 
ing again and again ihai to write seriously aboil e film 
iiv m write aboii t our l iviti/ai ion. htith its hisiors and 
n s present. Heme I can say. without exaggeration. 
1 hat Andrew 's book on Kat Inline Hepburn (the only 
hi Silk completed of (he many he projected f so In 
1 rai ssl ends ihe tusmnury ’star' study as to he ihe 
tinesi Sxhik nit she f lollywiKid Linema that I have ever 
read. And his ait isles in ( .'ineAiWtm repiesem. in my 
op i ti inn. easily the mml distinguished work we have 
had die honour ot publishing. faery issue in which is 
apfiea red deserves to become a collector's item. 


Andrew's last years Were passed LEI bitterness, 
povern and increasing isolaiion: with a kind of 
augn pride lie dissociated hi nisei I systematically 
I mm nuisi ot the people to whom he had been 
Jose. 1 he lendencv began, however, before the 
disease manifested iiself. Andrew never received 
the recognition ifiat his work so obviously and so 
r llIiK deserved, and he was painfully aware of (his. 
He was always so damned He never 

be longed," never joined the current academic Job 
to participate uncritically arid opportunistically in 
the latest “ ism." One simply can nm imagine him 
scurrying around from conference to conference 
delivering ephemeral “learned papers that said 
xvfi.it everyone wanted in hear at the lime, in order 
to impress influential people and get a lew mure 
entries on this resume. Andrew thought, worked 
and lived on a level tar beyond that on which uni- 
versity t.ireers today llourish. h.very thing he wrote 
can stand ,is a model of independent thinking, ansi 
1 he academic mentality cannot tolerate incompati 
bill tv: the “club" has strict rules for membership, 
an uniaticsi inning allegiance to the current correct- 
ness” being the first commafldment. His 
t lUfAttirw articles on Post modern ism and what 
tuie mav call David Bo rd si el I ism have never been 
convincingly retialed tin most cases they have sim- 
ph ken ignored) and one has to jssurrte they rrfnr> 
k. "Ni l 1 fie strategy has ken io preserve a silence, 
10 pretend they don't exist. Vet he was a magnill- 
Letu le.isfier, and he loved to teach -he longed lor 
a university appoimnieriE. and a security within 
which fie could both teach and write his books, 
But ihe ethos of the contemporary university land 
where else can we now look for the nu Muring of 
independent e bought? b with ii^ obsession with 
“ihe latest / its mutual ba^k slapping tluh mentah 
tv, Lould not cemuin Andrew — m both its and his 
and our great cost. I lis Iasi years were lived in pro- 
gresvive disillusionment: ami discouragement, 
whiJi khi k their eeiII. douhiless significantly has- 
leiiing i he tax ages of ihe disease- In his linal year 
hs" al last found a mil genial academic enviroiitnem. 
teadung with Douglas Pye at Reading University 
in In gland. Bui 11 was too late. Ii is not only 
AIDS but the contemporary unixersity mentality 
1 hat has deprived ux ot the honks he wanted m 
w rite- I hcv would have represented an mesiimahle 
si ep forward in our understanding oi the cinema 
and our culture, 

bv Robin VViHid 
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For 

Andrew Britton 

1951-1994 

W t were very grateful to have had 
Amirov Hntmn cm (he 
('iwAfii&tt collect ive for a number of 
years. 1 1 h> work was always original, 
audacious and creative; il consistently 
opened up new directions ami spaces 
providing a challenge In investigate the 
value and validity id current scholar- 
ship and [[linking. Andrew's theoreti- 
cal and critical thinking remain* rele- 
vant because ic contains far-reaching 
insights and idea*. His work never 
depended on current trends and he 
put forth his position with provocative 
and well-grounded arguments. We 
admired Andrew's commitment 10 and 
defense of the notion that she main- 
stream cinema, particularly Hollywood 
in its classical era. could produce radi- 
cal work which addressed various 
forms of social contradiction and 
oppression and did so without relin- 
quishing the kinds ol pleasure JHIpillat 
art tan otter. Andrew's critical position 
was couched tn hi^ political concern* 
and e o rn in n men i eo envisioning a 
more equitable world. On the other 
hand, he wasn't swayed by the pressure 
to he 'politically correct and he 
would n't kowtow to the academic 
establish merit. He stemd hv lu* princi 
pie* tenaciously, even when he knew 
that on a professional had* they might 
isolate him and undermine hi* 
advancement. 

Andrew was a dear 1 fiend ami gave 
u* much to remember, Conversations 
with Andrew were marked by his wry 
wit. eh arm and unfailing perception 
and intelligence. In commemoration, 
we are featuring still* from several 
films hr greatly admired and which 
gave hint much pleasure. 
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f ■ ^ here has emerged .1 growing bndv ol art. 
■ disseminated ihruLlgh I he nil EFc and 
vd ges ol itij i nsi rea 311 d 3 M ri bu lion, wfl k h 
n'lhinU history through hiugraphv» narraiiw 
and i fie personal vuicc- I hese work 1 * ^ h .1 r l - a 
number of characteristics, and challenge rite 
kinds 1 hi unpins wall in which one [end* eo 
insert and coctilV art. I hey freely mix fictional 
modes, generic conventions. she structure id 
narratives, subjective memory with documented 
thus md witnessed testimony, to re- imagine and 
fevonsmict authentic historical smtb in a man 
tier Ihr removed from whit one conceives to be 
objective 'ration if historingraphii priLiices. 
I 'fiis !f[ in vises iliar jtersona] Momc-siic" polities 
h rooted within broader social detetminanis; 
rh.it one's ideimiv .nut sense of sell is profound!* 
informed by historical legacies,, inherired famil- 
ially. nationally, .md culturally, Most impor- 
tant, 1 h is priLiice of rei hi liking history personal- 
ly and expcrientiafly leads one 10 the conclusion 
rh.it each of us remains accountable, individually 
and communally, for rhe way we Lise hisiEiry so 
acknowledge our social responsibilities presently 
.1 nd in the future- I he implication* recommend 
1 tun we are responsible lor informed interven- 
tion. I here exists 1 sense of agent v. of purpose 
underlying these' projects dial forms their pulse 
and heartbeat. 

I will discuss 1 lew of these works which 
address history Through memory .uni forms ol 
narrative fiction, bor the purjrose ol Emils land 
drawing I mm rtiy own experience and inreresi) I 
have chosen .1 number of exemplary works 
which address tin 1 events and raniihcai ions ol 
National Socialist t Germany, of collaborationist 
Vichy \ ranee, ol Auschwitz, of the systematic, 
industrialised si a lighter which look place over 
relatively less years, aided and abet led by the 
indifference or complicity of .1 host ul nations. 
These events continue 10 demand a( ten! ion 
because of die nature and complexity of the gov 
eminent si tk ironed clinics, aimed at the eradi- 
cation of difference in terms of race, sexual ort- 
cni-Ulon, polu iiil tielieh (m allerilaMVe political 
sysienis, in women's rights) and even cultural 
manifestations’ ihey were so nutuitei cable new 
and oLUsfde of i he realm of experience and i mag- 
ma cion that i hey evoked a new category of legal 
culpability: crimes against humanity, I he 
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extensive l, rimes pcrpnraied by Na/i (icrmanv jiu! 
its s^kicrl I i e l- occupation* with the iuppiTi ut a variety 
of countries Jem .uni a response ol combined te^ti- 
miifiV because tk*V were earned mil, to J large 
extent, through a polity of erasure, under a veil of 
Jemal, evasion* suppression arid the practice l >1 
destroying evidence. I he perpetrators depended on 
the world’s indifference and unwillingness to acetpi 
[lie twer whelming testimony id die h\\ remaining 
survivors, and perhaps what is most disturbing today 
is that tliis artwork appears m a climate where the 
1 1 pc Ei emergence of right wing nationalist and fascist 
movements has resurfaced actively. committed lo 
the legacy of erasure, u f ra ising and rewriting histo- 
ry and reclaiming publicly the intense fascination 
with fascist ideology arid practice. 

Although I've chosen to concentrjte on these 
issues, a number of works have emerged which 
jddress a wide variety of histories* legacies ol oppres- 
sion and needs to re-iinagine the past so as to set the 
Course hit l he luliire- One thinks ol I oni 
Morrison's narratives reclaiming black experience, 
t]an jdian Japanese historical memory narrated in 
Joy Kngawa s fJ/eoauand its set] net, or rise mournful 
dances of the Sankai |uku dance troupe; Hnu \ Isiao- 
hsieri h reworking ol Taiwanese history in a number 
of extraordinary films f most recently / Ut 
I *Nppri mtfs f rrj , I e rence I > a v i ec ' j ut obi ogr a p h i ca I 
dream-like narratives of l.imilv life mi working class 
I ivcrjxrol as well as many others. A number nf ihese 
rely on subfcciive memory and are notably dcpic; 
the jrtist and the spectator * 1 engagement through 
these narratives are j form of jetive Traucrarheit' - 
mourning work. I hcv give voice and form to a 
painful loss, and challenge who has [he right to con- 
trol and authorize historical veracity, who institute* 
public discourses legal ding history and is responsible 
for the official inscription of memory, I emphasize 
thal the energy of I licit works lies ill their commit- 
ment [hi a vital impulse of continuity beyond 
despair. In this sense I hope CO distinguish the fol- 
lowing examples from being subsumed within the 
postmodern tradition. I hc*c arc distinctly ddlerem 
because they .iq lend upon acknowledging a past 
that ri know able. events which did take place, and 
they express a purpose, a sense of social justice 
and/or belief in social change, pointing towards the 
future . 1 I his is nut eJeguic nostalgia, frozen from 
exhaustion and cynicism, designed to flatter the 
indie nee. but active com me moral ion - the mt of 
remembering is an att of resistance, dissent ami 
challenge. 


W ln k n h iotv miii from 1 UM.t? 

\\ hprr are miii nmt? 

thts Srhrerkiirh** liiitlrfti'tt 

One mil'll in 1 ill ink mio^olf lii^liirtinlh 

i'mtt I h Hirti 

I Ins an dock n oi encompass a new aesthetic cate 
gory, in fact, the best and most accomplished exam- 
ples utilize the creative edge of narrative realism 
which shares its border with modernism, Strategics 
nf identification, the use nf layered narration, irony, 
and generic convent tolls ( melodrama, ill pari ii idaf) 
arc used crea lively m give shape io subjective experi- 
ence, to describe physical realities over time* and m 
critically investigate a period of social history. Whit 
did it led like to be hunted, stripped of every human 
right and incarcerated? What does it feel like to be 
swal lowed live within an intensely bureaucratic sys- 
lem of suppression, exploitation and murder? Why 
are crimes perpetrated forty tu fifty years ago no 
longer offensive, no longer I bought of as criminal? 
T he iniensiry of the narrative material is balanced by 
an analytical style which demands distance; this 
instde/outside spectator relationship lo the cun- 
st rue ted representation is implicit in many realist 
works and characteristic of modernism/ Tile work 
can both comment criiseallv on the choice* .li ill pro- 
cess of representation while freely exploring die fic 
tuonal modes chosen to express and enhance subjec- 
tive and experiential detail. 

By addressing she legacy of these events, these 
artists are laced witli die modernist dilemma: boss 
in represent rca lilies, even is and sensibilities which 
resisl l ornprchensioii, which are genuindv shucking 
and "shameful / which demand a new language* 
new images 10 give shape to trauma and crisis, 
intense Humming, die local ion and reconstruction, 
flow does one preserve memory endangered by the 
polities of erasure and willed forgetfulness? Hose 
docs one assimilate extreme loser Wliv n fustotv si ill 
vital? h ae important to point out that modernism, 
like teal mil, doc sit t t|Ucstion the existence of a 
material social world or the ability to experience am) 
distinguish ‘rear experience - if is a form of aesi bel- 
ies uwd to represent the new realities of modern life 
and it unites an acme, informed response that %s ill 
riii l lie best forms ol pM.ilitic.al modernism), lead to a 
course of action or resistance. I hat action may jioi 
Ik- i he act of rememberings «l incorporating histori- 
cal pet spec [ iv e into day lo day life, of the refusal lo 
hive oft public political engagement from private, 
la mil ill, personal nil erects. 
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r,in til the resistance which rhm artworks 
encounter i\ rooted nt j cultural unease with jllim- 
ing fictional motks of representation eo address his- 
tory, ] fus ls, in part, grounded in an issue of son- 
c r n I in term* uf who has tlitr authority m establish 
public discourses regarding historical memory. In 
pan n is related el> .1 worry ol misrcpfcvenuiion or 
the fear that sensational spectacle and entertainment 
will degrade I he events remembered ami recounted. 
Aesthetic iheuiists ringing from Adtirnu to a variety 
of postmodernists hive objected to ihe use ol popu- 
Jar naff a live art which must answer io (and therefore 
he compromised by) the demands of' the market- 
place. This unease ban surfaced sporadically in the 
aftermath of tile success of Spielberg s .V/uW/rz 1 
List, which, unfortunately, stands as a gt>i>d example 

ol (he fmEL'Mlial ahtLse of fealisl fiction ill a manner 
which validates and gives substance eo the anxieties 
of both historians and those who dominate aesthetic 
\ heorviic.il practice, 

1 hope io deni ohm rue the very great piuenii.il 
inhere m in popular narrative an. io challenge ami 
npcu Lip a space lor Jj Herein ways of blinking about 
and engaging critically with notions of history, she 
devclopnu-ni of historical consciousness and boih 
personal and collect be memory; even art produced 
lor the purpose uf 'pleasure' within the confines of a 
medium geared in emenain can highlight ennt radic - 
lions and develop ness ways ol approaching, public 
ami private mein or v. hs gteai potential Kies m lEs 
abiliry to utilize sophisticated strategies ol tdeiuihc.i 
lion to express authentic feelings of oppression and 
encrapmem, to explore areas which slip tliiougfi tEic 
grid of documented historical discourse. Io a large 
exleul this depends on ihe artist s /or of enisling 
forms, ol her/his ideologiLal |Hisilii>ll and expression 
ol style. Unfortunately Spielberg is not a great 
thinker and however tale rued ai staging spectacles* is 
not renowned lor his complex renderings of social 
sit Liar ions or ihe characters in ha Editing his narratives, 
W fi.it is most problematic a it si difficult to overcome 
in ihe transition from entertainment to 'an', is that 
his work is [narked hy a ‘boyish I read simplistic ) 
paEriarcli.il viewpoint of I lie social World Itehind his 
lens. I he problems evident in Stitiw/Urs /.of do 
not, therefore* cotne as a total surprise. My greatest 
poini of criticism is w iih the film's struct ure and 
pract ice * A iti ys t it i l at i t in, S pielbcrg e mp t ies t h e m r- 
rative of complexity and detail vis a vis ies ce rural 
hero. Oskar Schindler/ 1 tarn Necsom St hind let is 
cnnstruMcd Via cinelllalic conventions, not Elision, 
tic is the swash buckling outlaw . the charming. pow- 


erful good member ol the Nazi party <a membership 
never re non iu cd in ihe him) wlum' growing sense of 
const ienced engagement is less linked to the Jews Eic 
saves than it is to a response to Em n ernes is , the 
unredeemable Anion ihoeth/ Ralph biennes. As in 
many cinematic narratives, the two men are sintc- 
I Ufa Eli' paralleled - io them love- making, I heir 
in a iii pula i ion ol power manifested through iheir 
indust rial/ managerial positions fhcad ol the factory, 
head ol die cam pi their e team lent of key supporting 
characters* like the ai trie live Helen ITirsch. 
Schindler's aits of k indues are highlighted as ton- 
trast to t merit's acEs uf cruelly. In order eo maintain 
this structure (based on the individual as hero), 
obtrusive delaits of Schindler s si i pry ate given htEle 
or no emphasis; his communications with 
|rw ish//i(Hlisl underground groups, Ells e Hurts al 
publicizing the Nazi atrocities. Elis relations with 
other Jews like Itzhak Stern, hen Kings ley A portray- 
al ol Siern lot a touchingly unde [staled performance 
which went unnotked and unappreciated) deserves 
m 4 glldlc.it ion and development as Jlk-s .Schindlers 
relationship with his oilier I tide n". however dm 
would complicate the streamlined mythifieation of 
Schindler in opposiiion to (usih. f She casting of 
i wei extremely attractive, vaguely similar- looking 
actors underlines the fHiint.i Ihe corollary to this 
hiturism is the disappearance of the individual ion of 
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other Spielberg* kwk of development of 

the It-wv outside of hi* reliance on stereotypes £ ex ■- 
ilc lit in settle* li k.4, 1 tlie one vl‘ here ill 1 ew's harlei m 
the church i it in their h a tl 1 i^rs accents etcJA is the 
inuM regrettable. as is the problematic irealmem of 
I he aforementioned Helen Hitsi.Ii. Spielberg could 
have made tfiitr [mint mt tioeih * hrul.il termricjlioti 
of h l' r .ind sexual exploitation without ihe extended 
emphasis un her quivering inked, damp budy ding- 
ing -i^jinm her night gnwn, Ihe takes in ihi* scene 
jre dubimh .1 11 d seem to pander to 
iuillaiing/exploii ivc ciides ol vriertammeiH and the 
worst offenses of gendered cinematic plrasufi ^ 

L : li i m.iU'ly. idem i I is at ion rest* I irmly with 
Schindler against lioeth and his world. I lie sficcia- 
tor follows the 11.1t t-une through Schindler s per- 
spective. [ We are cdtkJ ted .dung with him.)* 1 f le i* 
riHit set in relid' - .1 simegy wtiieh would allow tor a 
mote .in.dvtK.il res|*onsc to hi* trajectory nl discov- 
er* .uni hi* awakened nuir.il iwmimiMiLss, \ he 
audience never gains any firm insight into 
Schindler's idenriiy. Ihe film, in fast, never really 
c hillengi 1 * mi any level. Its emphasis is not on 
telling tile victim * story, Le. how were those persc- 
sNU'd saved hv Schindler* nor is it u’Eiirni nn the 
im [nr alive hir every ciii/en to /iu. 1 1 sink* to rhe 
tiu is t conscfi a live niiMive of narrativirv and die need 
for closure - ir offer* a potential happy ending to an 
L j 11 redeeming period ul human lust on . 

All (Ilis verves to undermine the filtu * strengths: 
die detail drained I rout ihe presematiun of ihe pro 1 
Scged hero manifests iT*clf in mise-en-seeiie. and 
herein lie* die Him* emotional f lower and signifi- 
cance as a toll oral work 1 hu Him * emphasis on the 
pfoeeAs ol reducing human being* to registered 
names on a list, to numbers and he nee. to the stains 
ol object*, reminds one of the process ol mvtlvodie.il 
annihilation practiced by the Na^ is, Scene* where 
the M^i officer* carefully unfold iheii ta hies and set 
up their stool* chillingly remind* one of the reason 
why the unf Jiliomable end result - the massacre ol 
millions liI people - w L o never immediately evident. 
The Him doesn't begin wiih the slaughter during ihe 
g|hetto hquidaiion- It begin* with the derails of typ- 
ing. numbering and coiinung. and Sc In tidier s 
courage was t rambled ihmugh his resisunce to this 
e n 1 1 re pro e e ss , eriihlauan;ed in has own list. 
Around and behind ihe drama unfolding through 
Schindler s obscured vision Iwh.Ll r/r>r* he 
see/fed/thinkl are moment* where one is lorceii to 
imagine what it tell like to he separated from a 
beloved la mils member, up arrive je Aiochwii/ and 
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vla- ihe reali/ at ion ol ihe most feared rumours, of 
what a ve lection looked like- I Siese catperienii.il 
inonienis are left unspoken, and tin imagined in col- 
lective I or unis, deemed inappropriate to ihe world of 
mainsiream culture, and Spielbergs able renderings 
ol some ol this makes the project precious to many 
who wish to keep this memory alive, despite the 
compromises ol enienamment. 

h i% not ihe form of narrative which condemn* 
this film 10 criticism* ol my sfifkation and. at times, 
oven simp! di cat ion, u is she artist * engagement 
wuh the lo mention* ai hand, St httiAU* > /,»/ uiuld 
have used she positive potential* ol cinematic narra- 
tive art more consistently and creatively to as mi 
rarefy describe auth etuis experience* ol (ear, oppres- 
sion. terror, and loss on the part ol those innocently 
hunted, a* well ,1* ,1 growing commitment toward* 
action and resistance on ihe pan ol those w ho sumhI 
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hv - tu an enormous audience willing lo emgagc 
tncciligcndy with event* removed through lime ,uni 
memory. hut Mill highly resonant. 

I up fwnmrs 

(Stury of M f nit** ft 1 iind 
this Srhr* r * kti* h* f 1/ffrfrArii 
//ir Vurfy 

I iim:i L si| iln L lli^inry line! (lir 
Minium**' I ilm 


1 1 iei l [ and i he interdependence ol private, familial, 
gendered identity and experience with that ul puh- 
lik, , social .li kI iijsion.il politic*. Biography vttnii an 
obvious entry point io history through she tUiHiEi.il 
narrative* a* tumtivn traditionally Ukus m on ind i 
vidua! stories and ^vslk derail set against broader 
social context*. Nil hi ms invite idem iftcaE ion wish 
she l e n 1 1 .1 1 proragunists hut direct identification 
inwards the woman'* ptnimm ol struggle -within a 
si k i,i I world; ndtbcr woman is idealised by Iwuig pin 
led against a mystified sourer of evil nor are these 
lil ms. huils around those socially empowered, like the 
indn*l rial 1 st anti-hero. Instead they focus on those 
whose stories and voters are suppressed, erased, or 
threatening to the stains quit, to the codified and noi- 
trali/cd version ol official memory, Hiese stories are 
tioi as easily assimilable or rc-cu| viable as L ju*r’ enter- 
tain merit- Signilkandy the issue* presented in each 
film are magnified hi gender - they jfe structured 
around women whose actions are deemed criminal by 
the mascot itiihi society which judges transgressive 
women mine ruthlessly arid aggressively than men; 
Cajuiscqucndv the desire to inscribe their stories within 
collective memory is more fundamentally challenging. 

\ note on iiridoilr;iiM;i 

Both l nt itffitirs f/r firm rur* and Sfhrei klirhr 
Mjdihtn draw- front the traditions of melodrama, 
from she broader mode encom passing literature and 
theatre as well as the evolution of the cinema t is 
genre, which was most often cenired upon women 
and domestic issues. The terms ol melodrama lend 
themselves to die concerns of these narratives m a 
particularly appropriate manner: they offer a set of 
conventions wherein personal private experience is 
placed in relief again*! a wider social frame (the 
i ipp rcssji m r i n gist ic e, u n even I v d i * idetl j.h i wer I used 
relationships [Hi n rayed inevitably point to the domi- 
nant ideology and the set ol salues practised in soci- 
ety}. 

Melodrama draws meaning from within: from 
repressed secret* and that which remain* unariiciiLu 
cel and unvoiced, Isperiences and feelings which 


There are narrative* which use similar conven- 
tions in different ways with vastly di herein results. 
Id like to on dins- two recent films which are loosely 
comparable onlv in [he manner m whic It ihcy H't 
out to comment on historical event* ihe same 
period through the biographical narrative* raising 
i fues uom aboui memory, accnumability. empower- 
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are h locked from ' legit ini-uc‘ sixi.il .irtieuladon find 
expression of meaning ih rough an inienrinned use ol 
siySe, mise-vn-scerie, loaded f^sltiro. intense dicrail. 
narrative LijuniLTptnnt, Melodrama can aa'irnimtt- 
daic cleric art because of ihe emotional irliensiiy 
embedded in ihe material fthc womanN weepy 
invited tears} and Ikl j use of she way it^ narrative* 
are often m .irked by loss, separation and crisis. 
sum 1 times highlighting .1 child's fmim of view and 
icnii of complete social puwerb^ncss. Im 
melodrama often it grounded m j itijccttm where- 
hv the protagonist explores aspects ol her/his identi- 
fy - Who aw I .old w h j 1 do / want and places these 
questions within a social world which impedes or 
punishes differs' nec in a number of ways. 
Depending mi its use and ihe position the an hr 
rakes, melodrama can voice i<* pmtcsi to oppression 
through 1 he elucidation ol concerns largely resinned 
land censored! from public forums of expression, 
voicing and acting out the omii rad k turns of identity 
and the desire for release and change. 

i nr nffitirr dr frtnmrs 

I am foregrounding Chabrols film, LO^cripleii 
by Chabrol and Colo 1 xvernief O Hagan and star- 
ring Isabelle Huppen. because it is .in example ol a 
fictionalised historical melodrama which raises 
issues still relevant to conic mjMirary audiences. I he 
narrative is based on a voids pained/ mournful mem- 
ories of his mother* Marie 3 a tour, one of the last 
women to he guillotined m I ranee lor her crimes 
against the veace : she was killed iisterisibl) lor her sta- 
tus as a practising abortionist. I he use 1 ol the Ijintly 
as a structural frame suggests that the events are also 
shaped hv the deep emotional resonances which 
mark familial relationships - they .ltc inseparable in 
eIu- woman's ft Ini. Mmc- I awur's ‘crime" is situated 
within a toniplex ot social factors; the oppression ol 
women is set agamst colkiburatiutmt Irance, an his- 
torical n 10 mem wherein patriarchal kleoLogi and its 
demands of women* self -abnegation and servitude 
we re i m en sifted, heightened and put on display* 

Unlike in a it v historical dramas fine I Lading 
V/nW/rrV / «/), sei safety in a dist.itn era. / Wajfdirr 
dr few met' insistence on outlining a continuity 
between past and present cliciied an extreme, even 
violent reception in contemporary l ranee and 
abroad; a theatre exhibiting the libn was Eear-gas 
ho mlicd in i\irss. many distributors refund to pick 
up e hi e film* Including edge of mainstream distribu- 
iors like Orion < lassies and New l ine. One theatre 


owner cut Mine. I atom's final sacrilegious curse 
(evidencing her rejection of patriarchal religion), 
w here she rips off the communion cross given her as 
she otters "Hail Mary* lull of dm. rotten is the fruit 
ot tin womb"*)- The right-wing masculinist regime 
is dill in place as is society s intense eommirment to 
many of its principles, embodied irt “work, family, 
fatherland”, fascism won its support through its 
publicized policies, slated with unambiguous clarity: 
it demanded a dear inequitable division ot labour 
and delineation of gender roles, and equally clear 
policies dedicated to the eradication ol subversive 
difference across a broad sped rum: decadent art. 
ideas and finally human degenerate decadence per- 
ceived iit racial, sexual and social terms, fascism, 
and its variants then and now . Ilourishes in a culture 
wherein ihe structure of domination /submission and 
intolerance is already embedded. 

Mmc. lutour is not idealised through memory or 
nostalgia; air hough the soil's voice, at the end of the 
film, remembering his mol her, lends the film an 
overwhelming sense of melancholy and loss \ it feels 
like t he tv s a big bias k hole insi de" ) * t W affaire dr 
frmmts carefully sris up a distanced, qua li bed posi- 
tion of idem ifica lion with its heroine. In many w^ays 
her ’tvpiealnesV is tiiosi emphasized; she is an unwc 
phisticatcd pc 1 1 l c bourgeois who aspires to upward 
mobility i a career *w a singer and greater comfort for 
herself and her family. She neither has an. awareness 
of politics nor of an articulated social commitment 
and when finally arrested is unaware ol die ramilica 
e in ns of her actions and is shocked by ihe resfHMisc it 
engenders. Uv hxiissitig on Mme- I atour s typical- 
nt-ss (j-iwi dillercnce) the film undei mines her siarus 
as exotic criminal and connects her story land her 
crime) lo every w t 1 ri 1 an. I ike Mme. Elovary her 
1 Time is her refusal to accept the place assigned to 
her within snesesv. and within her husband s hcimc. 
She refuses to relinquish all rights iu her freedom 
(including her right to economic bem-mumt* wxlj.iI 
expression or rhe pleasure she receives from singing!. 
This rebelliousness threatens the si aim quo in a fun- 
damental wav. and it is ihis crisis which acts as the 
catalyst for many o! the narratives ol the woman s 
Him. Masculine dominance in the private and 
iijiionai domain depends upon she woman s willing- 
ness to accept her suhortiin at ion. Her refusal to do 
so implies ,1 negation of she Loss ol gender dilleferce 
she is usurping the masculine position ol privilege 
ami power to work, to have .is cess to money, to lx 
sex ua lie active, 10 refuse to remain sequestered with- 
in the latnilv and home ami lx: del 1 cieil as her hus- 
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hands property. I hmugfumt i licr him Marie Luour 
outlines her withes and privileges her needs; ''he ful- 
fills her role ax mother and genuinely cares lor her 
children bur shr also expresses her pleasure derived 
f rom her relationship* * with other women, her mu.sk, 
her money, her sexu.il liaisons, ami pursues these 
with increasing intenmtv and recklessness. Because 
M rne. I aloof s crimes .ire described .is crimes against 
[lie sure ■ Le. js crimes which il it eaten the smicturd 
bdsu of society - her story lends itself to a enmmen 
un- upon women's oppression generally. Ee demon 
satires the manner in which ‘morality" I' used ulti- 
mately. as j cover for the implementation and sec or 
ing of masculine dominance. 

The conditions of Vichy France magnify the 
norm, underlining unambiguously the interdepen- 
dence ol die realms nl pnhlu and private in terms of 
gender and i-lass. In one scene. Paul l.aiour/ 
Francois Clu/et listens to Marechal Periin on the 
radio claiming* ’Tot two years I have thought ol 
only one tiling, clearing the paths that lead in peaces 
A strengthened and honoured family, the creation ol 
youth organizations ...” I he response to ihe him m 
contemporary France pnini* to the coniinoed rele- 
vance ol this history lo contemporary social issues, 
particularly in the 80's and 90 s when debates 
regarding women's rights and access 10 scale Mip- 
porced abortion a nil childcare si ill rage. Mrm\ 
S atoor views her business as an abortionist as an 
jsiuie business cmrrpriss' I because she is providing a 
much needed service or favour', an activity which is 
part of the woman \ domain. 1 ike many melodra 
niatic heroines, she ls blctid ro the broader social 
implications, a context which the narrative provides. 
Abort ion is more threatening lo society lund.inien- 
rallv than prostitution lor example (horh crimes 
offend moral standards) because it is a service far 
women (female prostitution also services male plea- 
sure and empowerment}- Abortion allows women 
the freedom io con Ero 1 and determine the terms and 
conditions of motherhood* reproduction and sexual 
expression, ihus providing women with a recourse 
which sin undo what binds them io their prescribed 
roles. Mine. I atour's clients clearly articulate why 
thev seek her services: her neighbor. I Vioeite. wishes 
to avoid a pregnancy while her lover is tailed to i he 
war effort, women are enjoy ing sexual encounters 
while their huxhands/lovcrs are away t rrsiti home, a 
woman wishes to be sexually active (with her hus- 
band) without accepting responsibility lor yet anoth- 
er unwanted child (the dilemma is exacerbated in a 
Catholic country where birth control v- prohibited 


io anyone, widiin or without marriage)- Ihe need 
for abortion is undeniable proof of women ventur- 
ing beyond their place (and as is noted in the film, 
the abortion rale exceeded ihe birth rate), l he 
women are eloquent m describing their common 
oppression and ihe pressures. IniMfation and rage 
they fecL I he Him thus supports an awareness of 
women - identified experience which extends 
beyond the individual characters. 

3 he breadth ol ihe articulation and demysiilica- 
tion nf the myths of whar society thinks women 
warn and need, is remarkable The lilni begins by 
debunking a variety of myths (surrounding matriar- 
chal plenitude and perfection) used to co-opt 
w omen in acquiescing w illingly to their own oppres- 
sion. The film immediately establishes Marie 
laiiouA affinity with her daughter and preference 
for women generally. She dues nor love her children 
equally and impartially and is rather nonchalant 
about expressing this in front of Te canard", her 
chosen endearment for her son, I'ierre Wiihin his 
earshot she tells her neighbor T goi it right this 
time", referring to her little gill whom she is carry- 
ing up the stairs. When Pierre confronts her as m 
whether Te was happy when he was born, she 
replies evasively* Tr's always right io have a hoy*. Ie 
is ihe first expression of ihe conflict hfiween wHje 
she desires and what is deemed ’right'. I he film 
outline* the mother’s unwillingness io suhhmaie her 
needs lor her family; she leaves her two young chil- 
dren alone for a rughi oin with her friend Rachel* 
explaining she has a right in her pleasure C After all. 
I'm still young ) beyond the social JicEite* ol mater- 
nal sacrifice, llie heart ol this pleasure is her (fiend 
Rachel, who is arrested because she ls a jew, early on 
in the narraiive. and disappears suddenly from 
Marie’s tile. I let absence haunts the rest ol ihe him. 
Despite the brevity nf the scene ill the pub wherein 
rhe two women drink and dance beyond curfew, 
and Mane tells Rachel “Tu as de kvnis yeiix to sais , 
( tr.Liivl.Lied .is “You've got angel eves ) and confides 
nf her innermost desire rn sing onstage, n becomes 
pivotal io the remainder of ihe narrative. ] he com 
ment places Marie l atoor within the active role of 
Inver speaking eu the object nl roman lie desire. 
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I hnmghmit the.' film Mmc. Li tour is never present- 
ed as being pankularly ertmtional or overly venti 
n lentil, yet the Hsrne where she learns ufc Rachel s 
departure is marked by a privileged moment. She is 
shot in dose up. silting on the steps, trying, h is 
one ot three moments (ihe latter moments taking 
plate when she is incarcerated and increasingly real- 
izes the extreme gravity of lur situation) m which i 
display of genuine, deeply- (ell loss is registered, 
hollowing sections of the narrative establish her 
loveless marriage and ihe iaei that her children have 
displaced i heir father in the matrimonial bed (at one 
poini Lcrnandc, the new housekeeper, asks M_ 
L^rour. "Dues your wife always sleep with the little 
gtrlD* w-hile Rachel has displaced the husband in an 
emotional sense. I he loss of Rachel is also linked to 
Mane I atom's cransgrevvion in the illicit undertak- 
ing t>t her business. Alt hough its profit value is what 
consciously motivates her to provide the sen ice. it is 
dearly a nascent expression of her protest. Besides 
bencfiiring women (herself included J Marie is 
proudly and defiantly aware that it ^a Lises risks and 
is again si ihe law - a law which she increasingly 
rejects. Si Km after her husband's unannounced and 
unwell, omed return as a wounded soldier. Mane 
befriends a prostitute* Lucie called Lulu /Marie 
l r i n t i gn ant, who v i su a 1 1 v resemble s Rat h el i a i id 
proceeds in call Marie “my little angel" throughout 
their friends bipL Lulu befriends Marie admitting 
that she is a prostitute and comments that “men 
always treat us like horses", and Marie's response, 
her admission and token of friendship m return ix 
dial she had a friend who was taken away because 
she was said to Ik 1 Jewish. Marie then proceeds to 
announce that she and l ulu have a lot its common 
because* she is mu a “simple housewife . in laet she 
savs. “3 do things against the law Intrigued Lulu 
asks, ’’like what, angel and Marie responds, ‘'that s 
jusi it... 1,1 I he narrative aligns Marie's confess ion 
alnmi profiting from hr caking the law as an a hot 
tionist 1 1 he French slang (or 'backstreet' abortion is 
H la i sense d’angex", “the maker of angeb"), m ihe loss 
of Rachel (“angel eyes "1. 

I have elaborated upon these selecied scenes 
because the narrative establishes a double strain, 
articulating to ihe audience a complex of facets of 
the 'crime' that will eventually bail to Marie's 
imprisonment and execution. Ihe narrative 
describes and connects Marie's growing rejection of 
her place to her suppressed desire for women and 
her tour ping a mile position as breadwinner. At 
one point when Marie is pankulafiy pleased wiih 


herselL her new home* lief success as a business 
woman esc., she sits in her kirchen ami daydreams of 
dancing with Rachel, The inserted dream /flashback 
ties rhese points together. At the same time the film 
refuse^ to idealize the protagonist as a cognizant vic- 
|jm.^ She is not a talented singer although the film 
supports her naive energy, and I he plaintive song 
performed Eor her music instructor, sung as a Lick- 
grotmd to ihe reading of her husband's accusatory 
collage indictment, is haunting and deeply moving, 
springing from a source ol im happiness tor which 
Marie Latonr hcfscll cannor lully account, She is 
often brutal and unsympathetic to her husband s 
humiliation, pain and sense ol loss. She is motivated 
in a targe extent by greed, accepting payment lor a 
client who has died, possibly through her negli- 
gence. She chooses io confirm her newly-acquired 
intoxicating sense of power and upward mobility by 
choosing a lover who in many ways epitomizes the 
dominant culture s ideal of masculinity (he is aggro 
she, direct and swaggering) and fascism. (He 
exploits his links to the Herman occupying tones 
and enjoys the privileges the collaboration offers; 
like Marie he describes his work as rendering ser- 
vices). She meets him as a spectator witnessing a 
con lest sponsored by the Nazis wherein a bemasked 
male S adorned in a caricatured headpiece of a 
woman) must behead a goose with a dean sweep of 
a blade, The context is a test ol masculine prowess 
and cruelly* full also aligns l.ucien/Nib lavender 
with ihe role of executioner la profession linked to 
Marie's son, who announces his doire at a celebra- 
tion where he has been, yet again, bypassed by his 
mother - he explains his wish to Ik 1 an executioner 
because they get to wear a mask and no one knows 
who they are). Mane admires Lucien s overt mas- 
culinity. and comments on his "lotidul handling 
ol Eds sword (contrasted io her emasculated hus- 
band). A i the same lime the lover is visually femi- 
nized (through the casting of Nils lawn tier's femi- 
nine delicate beauty J and through Ins name. Lucien, 
linked to lucte/l.ulu. thus complicating Marie 
Li coin's reasons lor the attraction. 

The act of perlfbfniiitg ihe abortion is visualized 
as a masculine act uf empowerment, wherein a phal- 
lic-like tube is inserted inro the vagina. The act is 
often shut as a metaphor of love making, where the 
woman lies prone feet spread etc. (her neighbor 
Hhieiie verbalizes the connection when she is tying 
on the kitchen floor and com me ms that people 
of left make love on the ground!. 3 he shot often iso- 
lates the keyhole view of the spread legs and inserted 
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mb c, as wlit'ii Marie's son curiously (veers through 
the keyhole, Mmc, I at our usurps ihe masculine 
poskion viuialli and metaphorically. and refuses in 
rclim|uish her new-found nnit ot power. As a 
result, her defiance kxiimn more and more openly 
pptK'lasmed jriii lcv> disguised, and die implications 
ul tu. r action* become less and lc^ managcablc. 

Marie Latour slowly associates her motivations 
with .1 broader lunwrk of oppression. Although her 
wish to move to a larger lot. it ion is partly prompted 
hv Lulu's refusal to rent her child's bedroom lot her 
sexual encounters t lulu has principles which are 
beyond Mark], she prefaces rhe announcement to 
move by declaring to her husband, "I’ve been a slave 
since I was fourteen and I can't see how ii un 
change", haul's response lo this, H like mosi 
women is met by her anger* 41 1 don’t care about 
most’ women. I van’t rake it any longer". The 
I atoms move up into a larger apartment and Mane 
can now exploit the extra space to expand her busi- 
ness ansi rent out bedrooms ro I ulu and other pros- 
titutes; she also trains her new housekeeper (whom 
she enlists as a paid sexual companion Cor her hus- 
band) as an apprentice abortionist. Although she 
runs her business with an eye for maximized profits* 
Mmc. Latour identifies with and understands her 
clients’ desires, sharing their refusal and resistance 10 
self- abnegation and familial servitude. One of the 
most powerful feminist scenes in the hint, whkh 
foregrounds Chabrol’s (and Tavernier O' Hagan’s) 
complex use of narmiviiv takes place when a 
woman. Jasmine, comes 10 sec M me Cuour for an 
abortion, and describes her unwillingness to have 
mother child- Hy this poini one is aware ihat to 
Mmc latour the venture is st riK dy business and the 
monologue is unnecessary in the terms set up by 
Mmc. la l our - she never asks for an ex pi a nation. 
Ye I tlie scene privileges Jasmine with a long take, as 
she tells her deeply moving personal history detailing 
her refusal to have another child. She declares that 
she doesn't love her children and never did, 1 he 
two women are linked - noi bv Mmc. latour s con- 
cern or politics - but by their mutual rejection o| an 
allotted space and by the it smoldering rage. Neither 
woman values her identity in I he terms ver out hy 
society, ^ hen Jasmine lies in her marital hs'd with 
her husband, burning with lever (and metapliorkaL 
h’r with anger k she rejects her husband's pleas ro call 
for a docior anti chixuse* ro die, I he film never clar- 
ifies whether her death is attributable to Mmc. 
[ atom's (and her houH-kce|H'rV| negligence or to her 
.mem pis to kill her fetus hy any means possible it 


establishes lier willing death as an escape from her 
impoverished unhappy life. 

Mme. (.atom's final transgression which insti- 
gates the trajectory to wants her death sen rents * 1 is t h l 
moment where slhc- relinquishes the pretense ol 
bourgeois respectability and invites L ulu and I ucieti 
back to her home anti is discovered by her husband 
asleep with her lover in the cun jugal bed, (It is 
unclear what the parly’ consisted of. or to whai 
extent it was witnessed by her children. bur she 
knew her husband would return eventually and she 
no longer seems to care.) Significantly this final 
protest is again linked ro her unwillingness to accept 
the permanent loss of Rachel, now certainty mur- 
dered for her racial statu* as a lew without protest 
bom her national country of origin, hi the scene 
preceding her husband's discovery. Marie stops at 
ihe pub to ask for news of Rachel and is confronted 
with die comment “Do you ever hear of Jews com- 
ing backr" The scene directly follows with Paul's 
return home, connecting her permanent loss ol 
Rachel with her flagrant rebellion which scats her 
fare. 

Marie I flour's actions arc never presented as acts 
of intern ioned radical protest. She is nor off ended 
by ( German policies (until it touches her close com- 
panion). In foci, like many ol her nation's citizens 
she lives with the ncvupafiun easily and ss auric ted 
to the strength and power embodied in fascist show- 
manship, so much so that she w ishes to partake ol it. 
When she feebly tells her husband. "I'm lor the 
resistance", he sharply informs her “\ou re for noth- 
ing*. \ let verv oidmarincvs places the denouement 
in sharp ifitsjiective, emphasizing that the bjtde is 
about fundamental rights, particularly women s 
rights. 

I he Isatrle lines are clearly drawn in terms of gen- 
der and class. Mane I Jtmir and her fellow inmates 
understand that men, particularly those privileged 
and em (lowered hy their class, w ill never understand 
or attempt to oiler tnjmublc justice- Mane states 
this delineat ing the hypocrisy; 

"It's true. 1’hev spend the war sitting on I heir 

ass, then pick a woman out of the hi tie... not 


’■ Idhellt’ I lupprri'* tununirnE in a resent interview mint ihi* up 
Slit if W fiffltirr 4r fammrt, Oi Ics-J.t1i.kki:. IkOUS flitsni I’H'n 

d «LiihJi|iul v'j^uuit J im prrvinnjp: ,i la hn* pirtnicnirnt 
pjihetw|ue, piifaiimufm d^udibiir. ei iwfjiietwm rttutusaii'i 

i Mt nh f W itmirir*. Wc ilt Ii HKniftlhiJ j s-hafiv 

t.T whin was m iKnsf pertnllv parkuaic. Ji^Lwnni: and miivinj;.' 
tdbelL- llupprfi from "I 'onvcrutwfl oei t biJc( tubml 

J ninurnifh- tktrthdmV IjuTfim ««w. he* 4"' Mars l H W i 1 
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one born with a silver s^hjoii in Iut moulh. 
They throw her in prison just u y make an 
i-ympli bin who will take taw oh Fierre and 
M lhjc he? I hey don i lj re.., they have maids, 
h * easy to have dean hands it you re 
rich... And it's all men. How could men 
11 rule rM a n ti . a nvway r 

Although Mine. I Jtour s lawyer ^trniiuK atienipis 
an appeal hn clettieney, Jtui accurately identifies his 
court! ryk and even male citizen * cowardly panic i 
patiun in the crimes I'imfd by Nazi Cicrniany, he 
evidences Iris guilty compliance with the system he 
has described jnd condemned , and demonstrates his 
continued cowardice by sending a junior articling 
aitoriwy m inform Mme. I^atour of her ini|scndif!g 
death. Marie Latour reaches a Minting awareness of 
the underpinnings ill her oppression, by the end of 
the film, She not only realizes that the Ijw protects 
men and rich men in funicular, hut rejects its cul- 
IjfcnirJiiori widt organized religion in maintaining 
womens oppression through the myth ot maternal 
adoration. In one of the most startling moments ot 
the popular cinema, she rips ot! she cnicilix/eommu 
nion medal given to her ami pronounces her revela- 
tion. ” I I ail Miry, full of shit. rotten is the fruit ut 
ihy womb . Whether this was ever uttered histori- 
cally nukes lit lie diflerenee - « communicates Marie 
Liumr's awakening and calls forth the deeply buried 
suh j ect ive responses w It at h * h a jv a u 1 1 ic n i ic eve ri I s. 
Despite ihe narrative b camples rendering ot us ceil 
iral protagonist, ii supports her identity is j com- 
niiited lovmg rnni hur who genuinely believed she 
was caring for her c hildren In helming their lives 
while refusing to sacrifice her own, [ his is con- 
firmed by the son s voice who proclaims Ins love tor 
his moi her and admires her spoiled energy despite 
his awareness ot her preference* j n d shortcomings, 

I he necessity ol justifying the control of women 
through state legislation anj eradicating pro rest 
absolutely a* one would ~a gangrenous limb aligns 
the historical events ot Vichy S' ranee wiih the pre- 
sent without ambiguity What is exposed and 
brought to lighi is the fear ihar women** rights in 
self-determination will challenge the continuity ol a 
society dial depends upon their subordination, Paul 
l.acour, the benign impotent husband s indicts his 
wife for usurping his role and denying him his iden- 
tity as an ae 1 1 vc husband w ho reigns in his home and 
outside it. The film thus aligns the private realm ot 
father. Mother and family io its national counter- 
part; Fiance was humiliated by tier many and 
den ied i i s pi iwer a n l E au t luir itat i % e eo ti trol . M ada me 


I .atom's execution was a symbolic expression o! a 
need to counteract a nationally wounded ego- I here 
is linlc doubt that the narratives elucidation uf the 
interdependence of these historical issues and their 
contemporary applicability challenges the official 
inscription of these events in the nation s conscious 
ness, insisting on a revaluation that many would pre- 
fer io deny. Chabrol has continued to make this 
point in his recent documentary, /. On/ dr l nhy 
(IW), much like other national ‘thorns’, tot exam- 
ple, Marcel Ophuls and C laude bnirnmn, who 
have established themselves through then work as 
voices ot dissent demystifying and challenging 
national truths regarding French resistance and over- 
all moral behaviour during the (kcupalion and 
after. These works noi only insist on rethinking a 
nation s image of itself - then and now - but oE the 
role of art and culture, crossing ihe spectrum oE thn. 
li men t ary /biography /fiction in ihe process of revalu- 
ation and remembrance. 

Votes 4in IhiM Srhrpcklirhv Wmtrhm 

Dm SrhrrMkht Afddf/rrn documents the bio- 
graphical experience of Anja Kosmus. fictional ired 
and renamed Sonia WcgmUs Kostnhcrger/Letia 
Siol/e, a young citizen ol l^assaii (renamed I "liking), 
whose project ol researching her hometown's activi- 
ties during the Third Reich leads her to passionately 
commit herself lo rethinking official history (a hisio- 
rs virtually erased from ihe contemporary conscious- 
ness in t ieimany). to unearthing and vocalizing her 
hometown s overall siate of complicity during i host- 
years. I he film outlines Sonia’s journey whereby 
she matures into an aware, committed young 
woman who decides to aci and to respond io she 
legaci of Nazism, challenging the strong movement 
ot denial, apathy and forgetfulness present in her 
hometown and her country, bmnatiy s well chroni- 
cled "inability to mourn* 11 * and latent (and not so 
latent) fascist tendencies continue una haled in the 
present. Sonja is dedicated to awakening a genera- 
tion eager to forget and ieh* willing in embrace fas- 
cism m a coo temporary form. Whereas If nr tffftitrr 
dr frmmrs is com mi tied to remembering through 
revaluation. Dm Sfbrwtlirfor Mddrfvn * battle is in 
its resistance in complaisani forget lulness. The 
amipjihy and outrage wiih which Sonja is greeted 
demolishes her home, her family, her status widvin 
eIu- community as citizen/ neighbor and nearly her 
lilc. I he film points io [he continuity of the past iit 
ihe present evident ui Sonia s fighi tor civil rights. 
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inltTance ami clement an social Jreeehmis like tlw 
Ircedom of speech. I he odivi.il response c » ► history 
i* evaMnm silent t 1 nr denial. Tin - k urupean cnninui- 
nity tan ini.ti.ixe didactic tunU'sh ssnh topic* I ik e 
Tlu- (jpiiapi *>( hurojiv <ir "f raJoin in I'umfie 
nr even “My Moim'iown tin ring Hit- I hint Resell , 
hi li direct* it* education inward* the sale ifanstnis- 
sinn nf Aoricctk actvpuhle hiMnin.kl ‘truths' (oiler 
evoking inyilnL membership to resistance 1 group* 
Yk h i l h did i Hi exist). 1 he H'Mitnl st i.i i rgy u*ed in 
Loiirml history iv tluc idfecuptration - when Sonjj 
gain* notoriety and international .utemiuti. die town 
decide* m fete her by l acting her inl ine in plaster 
anti stone. The attempt in com ml and l\\ her voice 
through com amount is- rejtxird. hy the protagonist 


in an act of cnlninhmciit, “t X>r t let them sidle me . 
die implores* 3 1 rii si ill a living |ktmui 

Ac > jricHh points in the him rctc-rcnce is made in 
the sanely id way* a nation revises. coddles and 
tiLi ifiiL lies die version ol history it ss ashes (KTina- 
nendv ro inscribe, The opening image ol die litm is 
n| a sialue i\l a female nude halhed in gold light. 
Againsr ihi> image, ihe protagonist, Sonia, read* a 
passage In mi the \ ibehi ngenl ied tmm approximate 
Iy 1200 A ll: 


I hh ihrsis hjN Ihsu wt iL^n K i m j vnmul i^iik » \ rhi* dtlr h\ 

Ak% Jiui Mji parctc Mn hhcfk li i iv I/uhttm iv AAw«a. S n* 

^i»rk I I rs.">V i 1 Pfvvs. l^PV 


I* 


r / n r * c. 1 1 cht« 







'ft'c jfc told in of old 
Many wondrous things 
( If heroes and their valour 
K If gTC.l1 deeds Jiul LiIhHIJS 
Of joys and celebrations 
i It lean Jivd la men noons 
Aiul i lie t I.Lsh ol warriors IkJJ. 

M jy you hear these wonders mid, 

I he quotation reminds one of ihe pa iri. ireful 
inscription ol history - mythic talcs of ham^, val- 
our, warriors Cle, - CoU ntef pointed WLth SoU|J s 
voice and [he image of ihe female nude, I he intro- 
duction sets ihe si mt lute and srniegy ol die film: ii 
ill use rate v through counterpoint, the clj..",h between 
Son fa's search for historical veracity and the official 
denial and revision of history through the powers 
tlm control ii, namely, the stale, she church, and 
insti rut ions ol education and culture. (I "he film is 
also critical ol international post-war complicity in 
denying history through die cold war ami-cnmniu- 
rnsE polities which mitigated and MipfHiricil collVe- 
nieiu revision). Another image which closely fol- 
lows (prefaced hy a shot of youths carousing in a 
pub, echoing their predecessors who supported 
I tiller and his bee rh.il I Putsch) is of a man erasing 
graft'll i from the face of a building (possibly the 
cathedral). The graffiti call tor a national revilua 
lion and application of history' in contemporary' life: 
“Where were you i it UMT 1 1 )45? Where are you 
now? 1 The form in which ihe questions appear is 
subversive and mu side of the law. and its erasure 
mihuti.i rises the h.iLlle Sou pa takes on. 

At the heart of thu Sc&rrfktifJv Aftfdt'fvtt is Ehe 
notion of Helmut - one’s homeland. Ihe intense 
mi 14 1 n a list longings at the ceiurc of fascism are si ill 
culturally and socially evident. (Wit new Kdgar 
Rcil/’s I on gsi a lid mg drive lo un tarnish ihe concept 
(or mainsEreim television [hrmigh his mam mm h 
two-part series.) Sonja is commuted to making her 
Imiue town and onion habitable. but her strategy is 
not one ol deflection or denial, i tne must confront 
and address the legacy mhcriied, understand ihc 
events in order lo refect them, and build toward a 
free and tolerant future. In this way a generation 
condemned tu live with ihe crimes of [he past can 
work towards active social change. Unfortunately. 
Sonia earns the title n| Vhrcckliche rnadehen\ a 
term mu adequately translated in ihe hnglhh title of 
"the nasty girl", Seduce h lie he h more than nasty, 
and is closer eu ’terrible’. Sonja s unrelenting 
engagement in her work of investigating national 


historical memory tv perceived as an unwelcome ill- 
ei ess, by young and old alike (and is partis u larty 
transgressive cooling hum a yniillg Woman), 111 fact. 
Son fa embodies the return of the repressed, She 
forces memory oiitu a town am! oat ion which has 
carefully buried its recent past, (lie ini ole ranee and 
persecution her activities engender, point to a vonii- 
nuitv with a past badly in need of education and 
ted less. 

1 lie film, to it 1 * credit places Smija s quest tor a 
cotisciuiiable identity thai includes social respond 
bility h wiihin a wider struggle; she is a woman who 
chooses to define herself outside ol ihe distinct cate- 
gories of siudcmt/c mien /daughter/ housewife/ moth- 
er. Hil/ing’s intolerance to difference is as deeply 
routed as us I fee of Mercy. Z respect tile film’s 
insistence (brave in Catholic Havana, even in the 
VM) s) to root I a seism eti the Thurch* Ell iEs teachings 
and inbred intolerance, and tu illustrate its support 
of I litlers policies during die war. This is a central 
theme in fh$$ Sfhmitiithf drawn out in 

detail. Iffitai rig's town square is dominated by its 
cathedral. Against [he fortress of masculine authors - 
ty c rota ?d i cd iri ihe church (not necessarily in mm 
Sonja .s Uncle I ran/, the vicar, and l ather Schulte, 
the priest murdered lor his (cachings e»I racial inler- 
ancc* are voices of dissent, whereas ihe miris, for 
example, prop up the church's patriarchal authority) 
is the feminine spirituality ol the Tree of Mercy, 
endearingly called liebr haunt' by ^mtfa ami her 
classmates: it is isolated from the towo anti is a place 
til refuge where Sam fa experiences her sexual awak 
ening and finally hides there I mm a world wherein 
she feels persecuted ami a In fie. Ihe church joins 
(Eirces with ihe govern mem to solidih che practice of 
oppression arid erasure: Sonja learns that priests dur- 
ing (he war openly and Eiialiciouslv curuinued archa 
it anEi semitk practice* of blood libels, hy sending 
lews to concentration camps on ihe has is of false 
charges. 1 route ally, the same I’rofcssoi |uckenack 
who Ice lures in the university on ihe I bird Reich’s 
use til 3 “>th tent li rv practices ol perseciiEiun is one ol 
[lie priests w he i committed this crime and also came 
in concent ration camps in the i own's vicinity to say 
Mass and help separate political prisoners from 
twing sent on to death camps, as were the Jewish 
prisoners, fhe film then implies lh.it [Ike church 
and its teachings continue eo support Nco Nazism. 
In one startling vignette Neo-Mari* are seen reciting 
a prayer to the Almighty: “Ciod bless our weapons, 
be just and bless our struggle (unsere knrnpff. In 
another scene, fill In wing ihe l tombing of Sonja \ 
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home hv two bt'Itmskwi voiuhs, ihc-rc is J cut to [hi' 
local puh, where i he bumerous youthful crowd 
(already previously linked to manifestations of vio- 
lence) lix' imaged against .l rear project ii m of .1 cruci- 
fied Christ, t he shot insists on linking the Church 
and its teachings to tomemporary violence, Sonja v 
growing mature awareness of rhe Church s invnlvc- 
mem during [he I bird Reich (which originates in 
her naive mtctlliorls In demonstrate [he ( hutch S 
integrity during this period) is drawn against her 
n ascent, youthful re membra nee, presented iru rurally 
and often humorously* of [he t. hutch s less serious 
moral con cradle lions, inequities (particularly when 
linked in issues nt gender!., and forms of minur cor- 
ru pi ion, like the instances when the nuns privilege 
students whose parents have donated generously by 
providing llienl with the rest questions prior TO an 
exam. Son [as mother is quietly yet directly request - 
ed to stop teaching her religion classes when she is 
obviously pregnant (ironically with Sonia) because, 
however legitimate, her sexuality is on Ji H * 1 ay. 
Schoul children are kepi m gender- distinct class- 
rm Pins with frosted windows for fear of any intcrac- 
lioti, visual, sexual or otherwise, The emphasis oil 
I he young girls’ commitment 10 their “liehe haunT* 
as jei alternative sice lor prayer and refuge, evidences 
i heir preference for an expression of spirituality out- 
side ril the confines of pairi.irdullv organized reli- 
gion. file tree emblematizes j life-giving force rsm 
contained or inscribed hv social hierarchies, liven 
tlie question of knowledge - who has the righi to 
educate and insmutinnahre national historical mem- 
ory - is clearly deft tied ill die film. Sonja learns 
about resistance from her grandmother who clearly 
remembers the concentration camp horde ring the 
Enivn, and is arfcsicd lor her aciivities of mural roi^- 
lanee, or her Uncle frjnz, a vicar who can still 
remain ended of the church and supports her qucs[ 
for die truth. I nwards the end of the film Songi has 
,i vision nl herself isolated as a coEilcmfv>rary Joan id 
Arc, luring burm je the stake for her transgressions, 
livui Nonja's well- meaning husband quest mils her 
e la mis to sol i.d tom mil mem demanding, “What 
does social commitment mean when her husband 
has to bed down the kids?”, The haute Sonja takes 
on is i jr-rejching and overwhelming - it is against all 
hums of social organization: the town council the 
mayor, local pries is, prolessEirs, educators unite to 
protect their right of empowerment by preserving 
officially-sanctioned history again si rile invasive, 
challengi ng curiosity ol one determined young 
woman. 


{hit Sihrfikitiht Afadirw invites idc indication 
with Son i>i s struggle, with her insistence ^11 exercis- 
ing lict right to uncover historical narratives which 
contradict and present alternatives to those eoncer 
lized arid mystified by town .on l national hire. Ibis 
identification is kept analytical through an engaging 
style which consistenriv foregrounds the process of 
narraiivity and the construction ol realism through 
irony, and counterpoint. I he film utilizes the style 
and structure' of a quasi -docti me man (at points it 
seems rii at Sonja is recording her testimony lor 
German television), repetition, si til phomgr a plied 
backdrop or obvious rear project inn. and black and 
white photography used for a number ol Sonja's 
memory sequences, to announce itself as a construc- 
tion (ami. je limes, to com moil on the foregrounds 
It also suggests that all narratives, even historical 
ones, are constructions and representation*. The 
jLulicncc is in sued to engage in a lively dialogue, 
through a Style which expresses its allegiance to the 
modernist legacy of Bert hold Brecht as it both 
informs, entertains and moves beyond .Sonja's indi- 
vidual story to serve as a call to awaken and act. (As 
Sonja's grandmother repeals. “Take an example 
from Sorijar.) It is, never tbeless, grotitided in a ira- 
diiiotially realist format structured* on the one hand, 
j s Sonja's story, bui introduced with the prologue 
that insists ihat the narrative mixes fact and fiction 
jnd is preinent ro all towns m i lermany- Alt hough 
Ifof St-Jm-ktifht Aftidc/*rM (alls within rile category ol 
European art film', it enjoyed wide distribution 
land was nominated for an Academy Award lor best 
foreign film) and, more significant tv, placed in the- 
atres .ill 01 e i Germany, including Bassau- fAnja 
Rosnius mentions the f,ict that town officials and 
citizens who hnicoited i he bint in I -assail w ! ciu 10 
see at in neighboring c ities, 1 1 } J r stretches any cj*y- 
definition and can !>e most clear I v described in terms 
eiI what it isn't - not completely fiction, not docu- 
mentary. not mainstream realist, not easily dismissed 
within I he rubric of entertain menf. 1 'he film is left 
eq Lially open ended with the image of Sonja i .iking 
refuge in her beloved tree with her young daughter, 
who will presumably inherit her struggle: it uses the 
specific but it* lesson is to insist tliai one must lake a 
stand and Ik- vigilant and accountable, never sinking 
behind the excuse of complacency and complied 
silence. I he film leaves one asking Sonja's ques- 
tions: Who are you? Who do you support? Where 
do you draw the line of national Ssordefs? What dti 
you call home? Why is history important? /Jtfj 
Sihrft kltL'h? MJtfi turn demands that one remembers 


l? 


nir rac tion 


and, outlines the imperative ot active engagement 
through its insistence dial I lie resurgence of the right 
and the rcjppi'jrAntf of its policies n! violence iliJ 
intolerance demands i I . 

\rt I fiat*: 

t Surrii'iir's Tab* i*ttrix I 4 // 

I he two films discussed abuse are in many ways 
woman -cent red mdixlramii^ creatively reworking 
i he Ix-st tk i iona I conventions of [fie genie and mode 
in order to represent and nuke reference to jui hen- 
tic wxiaf experience* which arc vital to a culture, 1 
a m ending with so me c o m m e n t s o n An 
Spiegetman's “ (which will serve as an intro* 

duct ion, to l>e continued) as a means of contrast to 
*WMiidSfrr If /.ind am disposed to a structure of sym- 
metry and a degree of closure), A fa ns is j modernist 
work which draws freon fictional melodrama and us 
expression ist roots, as well as the tradition ot low- 
brow" combs, yet at the same rime, it is intensely 
Com niitted to historical veracity and realist represen- 
tation, and serves as a useful detour towards rethink- 
ing the possibilities of challenging the strict distinc- 
tiotis between serious art and commodihed enter- 
tainment, modernism and realism, documentary and 
fiction, public and private history. 

I ske Dm Si ftro k/n fw AAi idrfvn and ( ! nr tiffin rr th 
frrHfnrh history is filtered through personal experi- 
ence and is plated within a social frame because 
individual identity prows from the acts of previous 
generations and in turn aliens the future. AftitiS is 
constructed as an interplay of two narratives; An 
Spiegelman s reconstruct ion of his father \ ladek s 
testimonv erf his survival (Aft acts as his father s his 
torun, recording- if inscribing and re-imagining 
Vladek's memories of life in Poland on the eve of 
U'o rid War IS, til hiding during the first years of the 
war and of his final incarceration in Auschwitz! ,ts 
well as his own familial story, his relationship with 
the 'ruins' of his family - the phantom brother 
whose image haunts as a memory /photograph, his 
mother who killed herself and left no note . whose 
voice is permanently and traumaiically lost in the 
destruction of her diaries, and his father, the scarfed 
survivor. 

Aldus I is aptly subtitled, "My I* . it her Meeds 
History'’. The metaphor cncapsu kites the gaps of 
historiographic practices which art litis in Through 
the personal voice and repfesen ration of experiential 
detail along with ‘objective Hus. I his history 
'bleeds’ beyond the father, touching the son and 
generations to follow- Despite Spiegel nu 11 \ 


attempts to disengage from and live outside of 
"Aiischwii/ . the past haunts him and demands tli.it 
he in^ to imagine- the events as authentically as possi- 
ble. litis form of active remembrance is a means 
w hetchv the author can analyze and l mil tom his 
own an get, resentment and sense of loss, and chan- 
nel these* feelings into a more positive understanding 
of the diesis of this shadow world on his own. 

Although Maw is not a film or even an animated 
comic. it is intensely cinematic ansi draws from the 
melodrama, both in terms of the mode and the vhu- 
aJ i (iconography of the cinematic genre. I hemes ot 
entrapment, vMimi/ation and oppression pone mate 
the narrative. I he cvocarion of repressed pain (the 
narrative ol the mother s suicide, drawn in a darker 
more expressionist style against a border of black is a 
the core ot Mam / ) and Art s commitment to re- 
imagine Auschwitz as a necessary step in his explo- 
ration of his own identify are rooted in the concerns 
of melodrama, In many ways the child's vnice 
heliind the adult frames Mam. I his extends from 
the choice of metaphor 1 * (the cai/mnuse 
oppressor/ victim relationship was one established 
through I he l hi Ids medium of comics and cartoons, 
idle 11 re fe r r i n g to t hr cippic s s i o ri of Blacks in 
America) m ihe opening memory which introduces 
nind prelaces Mam I. Art recalls a childhood me mo- 
re of his father's perception and response to his 
friends having abandoned him after a fall: “friends* 
Your friends?... It yon Lock them together in a room 
w ith nn food tor a week-.. 1 1 IV N yon could see what 
it is, biends!../ I he child is con \ routed wish the 
world of the camps, a view* beyond his imagination- 
Ai various moments in Mum If '* Art shrinks 10 the 
si/e ol j child when feeling overwhelmed by the task 
he's taken on I namely to reconstruct and dmuoietn 
Auschwitz), and by the international respond it elic- 
its. Some of the greatest cinematic melodramas, like 
Douglas Srrk s Umrrw an tf*r Wind I in many senses 
a male nick drama! are underpinned by she ■- ha rac- 
ier 's inheritance of a legacy ot oppression a world 
which the pro 1 agonist didn't create hut was born 
into and must struggle with. 

All 1 if The artworks outlined in this project open 
np wounds by penetrating through repressed, guard- 
ed layers of memory and history, Vladek wraps up 
the testimony of his narrative* at the end of A Urn //, 
with his tetimun with Anja. his wife. More I don t 
need to tell you. \Yc were both very happy, and 
lived luppv. happy ever after , and he continues 
telling It is 'am at his bedside, "So,, Jet s stop, please,, 
vi ut r 1 a|*e recorder- ..I’m tirnt J mm t a I k i ng, Kkh iei 1 . 
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jnd its ttSGHgh stories (or now.,." He addresses An 
wiih die Fi.inu' «i Ins l I L ,li, I brother Kulueo, .Lnd the 
moment >um> Lip the inability in impose a happy 
ending* despite Vlajeh s lLiemis in oMr. [ lie pise 
seeps through ones LO[]yLiimiius> and reemerges in 
these radically traditional works of Art, 1 ' 

litfinfUn 

3 widi co i hank the Ontario Arts 4-nuneil lor their 
generous hiMiiei.il support provided ch rough the 
Arts Writing Programs, 


I \ s I Mini j S L*vi 3 u 1 1 k]h / *v A«r<I r 1 riff . I lira.* . E Hi . 

tki.-ki ■>. IW2 

k- Vri SpicK t' I map M*tU' i A \nnvivr i fair-, Siy iiiibr? HiWii- 

Na-k^i»rk r.prirlk^irp 1 'J^r- 

HA ^urTriwri Stilr. And ItfW t fr*kf*(t fi \i,v> 

Vwlt: Pamhoin PmI 

I " | am jwjiv ul fhv >. >i3il i jieie | ttm-v tins, tmljptmi wlto. 

^ill he iUKkrjimE further in a mine rurnm-r trading, id 
Spj^Hnun * ai a laier dare 

H hsr moaner in Afam it. charier r-^o, eximlrd "Aimhwio 
liinur KicM fkfju* ft t\ jJ^i hit-d iL .aliil In kin h int a I id N.id|,l * I h i- 
ailthrikT ■■ dawjjhf t r f l arid mt liodi'i j Maii. and nlkitc ]ihn|i^^«i|ilTi >■! 
Kkhieik 

^ hEnK'rr S-n^rr re lets in a-, a radkaliv itadiiHUul iMnk id 

aft m hh mne* n* jii rthihm-in ihe jrim’-* drawing it (he 
MuMimiHil Minkin Ail in Nl-w VirrL tin. 1“ I .in 2H, 
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Driven to Distraction: 

Coin”; to the Movies with 

Waller and Siegfried 

In Paul Keller and Susan lord 

■ * 


For every image of ihc past th.it h not rccogni/jed by the 
present as one of its own concerns threatens rudivappear irretrievably. 
Waiter Benjamin* fhrsrt on t/xr ( Wm rpt of History 

Roughly speaking, my interest lies ^% ith the nascent state of great 
ideological mt>venienis n [liar period when they were not yet instifutioojJized 
but st ill Lumpeted w ith other ideas tor supremacy. 

Siegfried Kracaucr, 

History. //ie Last Things Beforr the l ast 


Waher Benjamin jml Siegfried Kusauer shared an 
ethical attitude: the prevent. dynamic ant! changing, 
comimialli eludes and |-n h I v effaces tile very inherit- 
ed corteepts In - which oile seeks io understand il. In 
their works they IKK only give J privileged puiiciori to 
liiu’iii.l. hut uw it 10 grasp their present. I roll i whic.ll 
rev ered nulioils have fallen away or been superseded. 

Bui whs return (again) to The writings of these theo 
riiu (heynnd some dry- honed notion tit iuliiif.il arshae- 
ulogv \ttf iiv own vake.l al a tune when I he Mas k- and - 
whiic flicker tit the A jmtpaLtsr has become the blue aura 
ol l he pupil! ist urthesl ratio ns dial ktlprahr hy 
return to these two modernists when we are moving 
along the entry ramp In the supposedly ileniot rutismg 
i ntorma t n in super - ll ( ghwa V f 

Some at ten [in II has recently btril given to kracjuefS 
writings of she hJ 2 lh. large! V on rhe spur of die promise 


*>f E tumus V. levins I ran slat ion ut fhl* OnMmtnt #^r 
\ttlssf (^Lltnl tor piihiiLalimi itl 1 s >Nti, hill as yei 

unavailable). The onlv rwu essays drat have hem trans- 
3a ted inio t'nghsh Irom this volume indicate that til in, 
fur kracaiaiTfc made possible radical ih inking in the form 
o i I he ijuesiions lie considered ami ills 1 speculations con- 
cern i rug the relationship of culture and freedom they 
provoked. Be u j .u 1 1 i n . loti. saw film as rhai wlikh placed 
in ipieslion all av i ef ifed notions of art and cullnrr. And 
while tie perceived in iis sirstmelise |*nlerilial 5 liar is. 
its eli rill rial ion of the i rad iticmal modes ot perception 
and sell understanding — a tremendous possibility for 
cilia nc iparimi. hr remained, [vrlupv inu*l wisely, diem 
concerning us actualization. I lie question* Ben h min 
and Krasaucr eon Iron led, nascent in their lime, have 
IH hi gone away, nor have (Key I we II answered, I hey have* 
r, niter, aged. 
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1 .W. Adorno wrote of his triad Wallet licit jam ni: In 
ah hii phases, [he] conceived rhe. downfall id ihc sub- 
it\T nllkl i In - mIvjihui ol liuiminitv inseparable,^ 
Adorim " phil(Hdpliy ( iv i\ WL'II-kimwn, never permit- 
ted him fo endorse those particular extremes to whk h 
Benjamins "anri subjectivism ' led fnm. I'M Benjamins 
.irid Adikriii s |diihisii|»hKjl jml aesthetic divi-r^mcv, 
perhaps the tasr-known ame-ems their mpaiivr jiti- 
i toward Him. I or Benjamin, the dntJupmmi of 
lilrn invokes precisely ffl.lt binding Inge I her of ihe 
"downfall of the Hibktl and the cdvatiotl of humanity" 
Adorno n-pts.Es bin corrrvdy observes as a uincetn cen- 
trjl lo .ill of hen jinn MS work. By toFrgfoUfldi llg tills 
concern with the demise ol ihe vuhfni. if is jHissihle lo 
read in i lie extremely complex and rich meditations 
that comprise: ihc "Work ol Art" d-mv r i he Work of 
An in the- Age ol Its J cc fm u. .il [or ' I es ■hnolo^kjl' | 
Reproducibility*)- Mill sc of its more radical implica- 
tions, Regrettably, space does not permit j derailed 
analysis id ibis essay s major concerns. Nevertheless, 
i hey san Ik- sketched as follows. 

Briefly: Benjamin s central thesis in the "Work ol 
Art essay holds tfiai the fist" of the media ol lec brink ig- 
ic j I reproducibility, most notably photography and 
film, have drastically transformed llu very notion ol all 
hitherto accepted notion* of Art. perhaps to the degree 
that Art itself no longer has any meaning. Bui equally, 
and lornpkmivntsirily. these media correspond to a sim 
dar historical I ran s for mar in n which human being' 
ill cm selves have undergone. Ihc means and the tela 
I lotis of prod uit ion — and of rep rod U Cl ion — 'Linder 
industrial i afutalivm have made of rhe sell -identical 
illslividu.il sob pest | whether in 4. .artesian or Kami jii 
gaily! an empty husk, a mere resit! mini . Woven 
tfirtMJghtM.il Belipamifl s discussion ol the "withering l t-h 
aura (22l| ill tfie artwork, a dissolution effected by 
mechanical reproduction. i* tfie corresponding dissolu- 
tion of rfie irulis idu,il sub|cCE as the has IS ol knowledge. 
In fast, tfie destruction of tfie former entails, nfiniifniy* 
die tlesmiciion id ihe laiicr. Benjamin approves wfiole- 
he a rl edly fin die “Work of Aft" C*say. at least j ol this 
radical destruction, lor it k insepa table from. Jful u is 
die precondition ok emancipation. 

Benjamin's several dcfmiikifis of “‘jiirj* can Im: quite 
entangling, for each amentk the other bv providing 
additional elements, or by shifting perspeeri ve some 
what. Moreover. Berijamm discus w* not only wikrLs of 
art but also nature aritl liuruan beings wuh reference to 
“aura. “Aura, perhaps an element of a Lind of nr 
am/nmrr , ' stands for a mode ol pieriepiioii and experi- 
ence of nature, ot Art. ol other human beings that 
has been, according to Benjamin, eradicated, one that 


no longer obtains, at ever it did. “Aura" tail !>e per- 
ceived only when one is barred from if. at the moment 
ol its passing, its disintegration 1 At any rate, ill the 
"Woik of Art essay, “aura" is a ss eh m which are 
woven rhe sn.imJs hi "authenticity,. “uniqueness, 11 
%i n gtd ariis." and “ a u t hori i y” 1 2 1 9 - 2 2 1 ) , atm hu tes, 
too, it tan hardly go unrecognized , of the mdividu-d 
subject, Bui perhaps site ntusl Important aspen r of 
'aura as ro he found in tile dtfUtrur il manifests, iis 
elusive ness and inappmjcfubiliiy" <243.1- 

We define. + + aura. „ . as ihc unique phenom 
Limn of a distance, however close it may he. 

If, while resting on a summer afternoon, you 
follow with your eyes a mountain range on 
the hori run or a branch which casts iis shad- 
ow mw you. you experience die aura of 
those mu li n tains, that branch 1222 22.M. 

\ he tiuthmtf id "aura." that is to say, ol rhe aurarii 
object. Ii.iv itv source precisely in this distance which it 
creates and which exercises over rhe viewer the power 
of fascination. As a Lind of withholding uf itself, a 
withholding which both bestows and preserves the 
secretive ness of identity (inseparable from ontology), 
the HuraticE/L'J object (whether natural or human i 
ap|sears, uniquely and singula rly n ro transcend it sell ill 
its o**n presence, its own here-aml - now, rendering its 
r r.i nx e ride ric c i a ti J self ■ t ransc en denec l an a p|Xa ra tu e 
“aura k exact I v tfns 1 t.m Stem den Le -m-appH L .LMiice. the 
non^pheiMinvcnality oi a phenomenon. v 

"Aura, however, IS llot simply ihc property or 
attribute — I he wit Wr Iii*igerr ilif object, whether 
nature, the artWLhrk. of another liuruan being. Bailier. 
“aura characreriA^ an '‘exptnrJt if a relation ship and 

1 L W WurviLi, ^ hinr^it nl halier 3km .i min m /Wiwc 
iran-' 's.iniiistI and Shicirv Wcher (t jiihbriLl^i \t|'l Pr^ I'-isis 
p. 2 } I M.-X- jIvi |-«p«. 2 fs jn.l .' pl | h-m - ^hghifh ahered the itari’i- 
hi miic 

■ f-ur rhf Tukr ial pipe reference*, hrieafier iiiL lmkil 

paremheticalb m rfu- it-u. arc- to rhe vow nn LiiijhilI in Waller 
Ek liiJlILiri. HiurntfttilmHi, iiariA Harry /ohn ' \l"a e , ■( L 
khihLii. I l N'^ i . |sp. - 1 1 “ 2M In rlk' mieror trf greater pm 
-!■ i n J hao. 1 taken the l i hern nl digtuU iihtdilvuip: cIilt ojiiJjiiEin 
rtl cert am pa-ci|ir- 

1 l H , v HenranimS ill-* usvimi ol ftaciJL-lairc ^ fnn-m '3 j vsl 

J II leiinn l- ill f Ad fir* ft.ikiirLnfi ,4 f frr* }tf ftrf f'fit r*f ftigf* 

t trpiLiiMim, iraiw H / < iJkik 1 1 ■ iiki | h in VVr-iC I t'. pp 1 a 1 1. 

1 I Live adilrrucd tlw quorum nt aura' m deiail m /V 
/Vnrwwitf /r^ ij/ W (hi q j/rei- j ■// LI ^fArt 

}*t rt*r Afit i', r A/ft /tfNit ai Af rprfdii. tivft M A I Ticso. 

t L'l'Sl /| Uiversi rv ^ A J'^wi mo i . I 'l l J t 

^Vl- Hfxkilphi:- i iiCt lie’ * "t tlijH, ,, ||Vf L In t'l C|cif^ I ilk SmI IIC 

Kjihuji llirrne' in HerfMuim's ' l fh ! ^t't^L ml Arr m rfic Apr nt 

^ tec hank rill YudLiLlHill rft It'jArr jWnj/d-iwrpj’i t ¥ (wLn^pir\ <’i| \ 

Beniamin and l T . <Kln>fiir3N™ 

3 -M Sli Icir j. uu-tiji and iHurmrciiinp diwuWMHi nt aura. 
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j mmli of 'perception and dunking which I hi' 3 insiiliry 
time of eonteinpor.ify ssni.il has nude visible 

\itf [he first turn- I hat is. their conditiom have made IT 
possible to ulldcrsi ind ".mr.i as thoroughly hisl«fiwl 
I hr evaporation of "aura." eliminating the illll^MHEi of 
1 lie (self ;i EFjnMcndctit object. rt^csilv th.u object to lx- 
no Iohj.' 1'I A 'Ahing-m-ilsell blit iusl a f/tinjf. In The 
same way . 1 111- 1 "withering ol aura remous Irons eIic 
spectator l he metaphysical 11 1 111 1 ' li s L hi "uniqueness. 

" singularity,'' and ’.iLirlursE il ity.' In .1 Muiftv and a 
world dominated by capitalist modes of nuss (.tnhIik 
lion and mass-cun sumption bawd on rhe multiple I Lin 
gibilki of tilings and people, I Ik- st previous .Old 
“prise less qualities i»l die individual subject become 
apparent as elements of jm ideological .ipparjEns which 
I n .n n 1.11 ns them and dklrduaEes them is uniNoh[ii>!ial 
Mips. In sikli .1 sikuly alld such -i world, "uniqueness, 

" singularity." And 'authentic he" survive. klE only iri 
1 li l 1 hermetically -sealed linnm of loneliness and ilirn- 
.1 1 h nil . rht‘ appearance ol disi amr-ni- presence. ihry spin 
within their wdf-presrrvjEiim.d ‘-bflls. 

To pry j ik object from il v shell. m tlesimy Ha 
aura, is the mark of i perception whose “kisk 
of the universal equality uTthiiigs' his 
increased to such j degree ihai il extracts it 
even from j unique ohjea by means u\ 
reproduction (22 J). 

"Shock,* Npf He 11 i.isn i 11 . is iiLM I his experience «l 
ht-ing "pried Iihsm'.” In so Ear as film. thmCigh i E^ tech- 
nique* ol tin .m .its. slutting .11 link's ol vision. montage, 
etc.. 1 Ms or pontes slunk .Is .1 formal principle, ii Eiut 
onlv nsiih until- .ind totality but also shatters, in itv 
L-vrtV in m 1 menl. the unitY of the mib|etr who vit-ws it. 
While i Ik .lurjEit work id .lie reveres its viewer, who 
ibindoiK himself/ her sell En his/her assifcLi.uioiis helofe 
ii, Thereby aElirming his/her subjectivity. film assaults 
tile subject. E lms. Ilol only is .1 film JO assemblage <4 
tr.igmcnh, but the viewer nl him. uiuhlt- to master Jtul 
unify hcitli the- ceaseless onslaught of |i>Eu ng images and 
his nr her own responses to L lien 1 . is likewise I ragmen I 
ed bn 1 he very ^1 of seeing. - Slunk." js .l kind of 
comitcr-conccpt lo "ama" ell I. il Is the dissolution ol just 
vijtli .l silbjec til ity is l h j I which is produced and 
affirmed in (lie vontemplilioO M the Jur.tl it Work oi 
j[| In siirk eonllJM eh a die ctmteiupll five **v* 

nenee the work ol iri invites, die mode ol perception 
e 1 1 .ii IS th.ir.ii, Eerisnt ol Else film audience is one of “dis- 
traction." uwiit|» 10 j filin' s presentiiion ol iion-viup 
K iniemipi sons." "*ton sum vuddeo vliin^es” 

A film "bippens" O* its spettitor. ihus dissolving 
llivdier eonliol ot [he objevl is well .is hlsi'lier wlt-icNI 
j ml. ['0 put this schEbieHshii more pointedly: be In re 1 


film, members ol its audience arc subpiltti A film; 
they ife Ool ns sLibjtvEs 

t, hie ppI rbe mosl JudliiuLls feiturcs of lllr ork o| 

Art" essjv tonsisls ol die sonnet 1 IWojimin implies 

between “dislrielion i/rniTTUHttg) And knowing: "dk 
itAuinm'' tb.Lr.ult ri/es nor only .1 film Alidfeni.e s sine 
ot reeeptwjn, ii ilso ojuks the Ltuidiiii>n of eIiv hi nip ■ 
er^ k no wleilge , Jk'fliirnin iri tin w.lv divpirij^es dis- 
triefioEi." I o the cnnlrarv, lie lEirjbtites to iE .1 j;reit 
irupnrtJiiLe. In com pi eie opposition 10 the subject 
whose knowledge ts the revtih o| l L hEitemriEbotl w ho 
eo neent rues and who is, in J sense eons cm rated 
Ix-forc. ,111 An work- — the filmgucr is nevtvsarily A l/wr- 
tmgfrfy distracted lultjrtL siiue the very muirc ol film 
mikes eoncenl rat ion impnssihtc. In iEs shut k-hke 
tlaltire ,tnd US putd union of disl riel. ion. film rvpro- 
tliises jnd extends the shocking ind divritim^ ispeels 
of the si reels, die liviones, the shop^. I he new Ap.t|K-fs. 
the srowds — in shim. I he evvrydiy live* those 1 ssiu> 
comprise its judklKC- lives spliMlefCtl into 1 series i»l 
divireie. rejHrlilinUS niiiments I hit iShs nor tornpNse A 
whole- NoE oish do the urlun misso kirn hum such 
Things, hut drey id-ipt ilurm as i hey adipi to them — 
noi t 1 ! v mtreised vouventotion llTLil raiher by .1 height 
ened prese tlsv of mind" ( 2 .W. ind 1 vntiLil iTEltudc 10 
real 1 1 s- that is hibituil. 3 he example of Its hlU't 1 tire 
provides, for Benjamin, prnuf-puvitivc of J knowledge 
LOEiipleCeh removed ironi voriccntratiun. 

Ei ti i Mings Jfv appropriated m A two- fold 
nun net; by‘ use and hy pcfeepiinn — or, rather, 
by touch arid hy sight, Such appropriation 
eannol be nnderslnod in EeflHs of ike alien live 
concent ril ion of a tounst Iscfifre 1 famous 
building- l >n ibe tactile side there is no 
1 mi riEet pari In contemplation. ... I Utile 
appropriation is accomplished nm so much 
Iw a 1 ten 1 ion as In habit fl-IOi. 

One simplv. hahnually. and tinself-eonsciously makes 
changes to the place one occupies, imi dins transforms 
ir, Ibe small, everyday ivts nl innslorm a cion, those 
that are. hit the nu»t part, not registered .0 such, ace, 
Bem.imin seems To suggest, not as distill! froni large- 
stale emails ip atory. revolutionary actions as has been 
claimed 

Perhaps rhe 111. 1 put value of film which emerges lor 
IVefifanun in the "Work of Art” essay is that ii graphi 
tally presents the trammutabiliiy of people jeu! things 
iitd renders such iransmutabihcs cxpeneiucabk. In 
such an expierienc e . nodi mg and llo one ls fixed. Iial 
lowed, or revered — the prerequisites lor any- liolioll h 4 
Authority. Ill is eltmmiiiuii, this des true t i«n of any 
basic oE jtirlvuriry is the loumiiiiun ol Henjiiiiin s [hhE- 
iitiv.s . " a (will tics which can tun be easily or conveniently 
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imdfhUMH! hv Fl V conventional defimMon. In its radi- 
cal am pin. ,u j i ht% . Ken j.imin \ "politics is equally jh 
“apocalyptic ami-politics. Hie dnihKiinEi ol jufluir- 
irv is a I si i rhe dr*trucrion id rht rr.idnimi of authority. 
[ Ini’,, ii is iiiif simply the ease, mu can ir Ik, that the 
inJiviijuj] luhji'Lt, sc 1 1 -directed and goal -or ie Piled, t\ 
divvolvtii .111 lJ simtilraneEiusIlv absorbed into a miss, nil- 
lei i tie siibgim capakde, utnuhow. i4 retaining irn ,m 
unproblematic nymkT jri amhsuii jeiic vf-lt-dinx'iion 
alld gi 1,1 1 ofienlediuss. I he mint pressing question urn 
ceTllillg lien | j in ink "politics" lap in [lie problems its 
practice* habitual ,i nd " ilist’nt - minded” 1241 f creates 
for i u s E ^ Li l hk J notion ol ifle subject. Kir a subject 
merely cnlfecmilcd n-Ehuld amount In no tin rig more 
than it* rejuraricuarion. and that was— arid is — and 
imniniKK iEh be — the achievement n I fascism. 

u 

1 In- rational] /jtitHi of experience into empiric it ie* 
over wfin.li reason and ies trust worthy H'nH * 1 * * . visum, 
dominate ii a condition to which benjamin is, respond- 
ing in llie " i he W ork, nt Art" esvii . I juism is (fie nil 
ruination id llns tf/jachlhetic: " 1 1 lumariiiy \ celf-alien- 
,i I H 1 1 1 has readied Mull j decree eIuE it is. upahk' ut 
isiperimc lllg i E S own drstrociiun as an jest hem. enjoy - 
mem id tile Inches! order" (242 k Hie jri&csi hetle ol 
f j seisin enkintJes the upiical uncondemns. I lie p^un- 
nal for such domination was dearly lell by kr, leaner in 
l 4 J27 w hen fie w fe vie “The Mas:* Ornament," 

I here! ore. JE suit in I he immanent it it it] Lie id his 
evsay is the [Hicxibiliry of undoing ibis alienation, not 
he avoid i ng [he new Eahfl*>li^K>. hilt by fntnittg 
though tlvm. 

Until reiemly Kr .njoers / hftyry rtf Film: Ihr 
krtlrmfUayn of Pltym'jl R^iitty i I'Hdl) lias gcncrallv been 
panned in film studies discourses tor ns “naive realism 

I I hid lei Andrew's!. Adorno also eri mired the thinking 

as e on ser va E ive, parr ien I jrle in ns e nib race of 
Auerbach s ilieorv ol mimesis. KeaEhng IF rnry txf Film 
lie si to krasauei s essavs ol lire is quite 

literally a mil Lire vflisk; gone in the P L Jist K ln>uk are all 
references tn Livhnisi modes nf prnJiiLl ion. as well as 
(he ideology unique such relerenees provoke: curie tou 
i* flu- nap prod Ilk live spectator ship- — a type of 

nascent reception theory based on the experience ol 
being a pan of this new public . h is ,i% though die emi- 
gre experience I o reed underground or vanquished — 
the dialectic complex try ai rhe bean -it rhe cssayistic 
jnic illation* ol j iuav r henry h it -jpperc cprion, In Fl^nry 

Film immanent critique seems |o have heell discard- 
eJ in favour ol an attempi to formalise an iesfheric sw 
lem i.4 lilm, to preserve its jlitj. Hue such polarities 


he E st eel I [fie earli work and the late work, as well 4s 
between their ainiv arid rnelhcKls. Income some w ha i 
niEire c i implex d oile reacis retritspeetieels ih rough 
flvtuy o/ f'ilw Tip " ] fie Mass t bnamenS . for what re- 
emerges then xs problematic is prcxiwly H the real" (tcjJ 
I tv. nature, physoal rejfits and camera realm are all 
used interchangeably): a cEUKept which stands at the 
heart of h*nli works, hni wlucfi lie treats differently. 

En the ojKmng section oi / htmy af Film, entitled 
rilnEograpin'. Kracauer offers critiques. cuiisLiiMItl 
With fiis Vti’inur work, of Insth poiitivicm and “ruivc 
realism la phrase used against Im analsKis h\ l>ndle^ 
Andrews); 

In ncneiecnth-ccntury I ; ranee the rivetd' 
photography coincided wish the spread of 
positivism — an intellectual attitude,., in per lei I 
keeping with the ongoing prpccucs of 
indoor Pali /a I ion,... | Regarding I he aeslhetic 
in»plicaiiun>.| ]Klsitivist mentality aspired In a 
hiilhhd, completely impersonal rendering ol 
reality,(.,r| Misled by the naive realism 
underlying (acvihetiiisi aild posimisl 
altitudes!, both sides failed tu appreciaie llie 
kind and Ji^rw ol ireaiivtness l hat may go 
in l» J photngraphn record. Hid I common out 
look prevented them Irani peuet ra ling ihe 
essenve ol a medium which is neither imitJEMifl 
nur arl in the traditional sense, jmc emphasis 

As with SVn|j Enin, Kracauer s thinking alxKit tccliiuc,il 
Fc'pjnd u t i hi I ltv i nvolves, a ebaJ Eenge to iiiMhtiicisi coo 
ceptmns of tfie value and fiinc'Titsn of art- he is, iuhc sur 
prisinglv. as entua] of "naive realism as he is nit 
m a 1 1 vc 1 1 . t\ . fo r n i j I is! ) 1 e n dene ics ( " hca i it i E u 1 pi l 
rutes ; "painterly styles and prelerences"; "imifaiioiis <4 
Tl.ldiliotial arl. nnl ircsli realilv |p. 6]l. Hence, we are 
kf I with tfie problem td understanding duv new term 
since si i much weight hills u^ui it: the photographic 
record Lit "tics ft realilv. I he follt>wmg quote sheds, 
stune light onto rlko problem; l irsl . nmdern photogra- 
phy has not only <,iin*id.cfahfv enlarged our vision but, 
in i.kiuig mi, i uifUrtol t S l** nun \ MliUfitm in *i irt iwulugf 
t*il J/r. A eonspieiuuis Icarure nil rim sittuiiun is tfiai 
tfie v iew points and |xrs|vcTives rhar i ranted mu images 


I 1 ^|| M1 || KjiiicLfljds. Eill riNJiJk.ru mi Eei t iN-mfwmiwtf af 
W'j/lrr Hf rrj^min driil t W«w £ rm i i*AU /V-lfW. eJ. 

I lervham Vhfiilem, irarn \ ^ahinbach and Andre letevir 
vE ainEhfiJgr. 1 larvarJ L'mvrfsin l p ie%s, 3^?t.' p ih 

I llie is j pjfrii| , ifi T j>4- fin in ill nilv ipM HctiiJfnrfl by Siisjii Hiih k 

MipEvt i VsEhiiks Jih.L .ViaeslhrtiLs: E^ rij Jimu \ Arh*mk if csji- 

Rc-s LhnsiLU'ivul " f kiabfT fij | Fall PiPi^l M> 

Hi sk4rinl Kraiaiwr. Thcti'rv i4 Fi!m I he RftJimpnm uf I'histEjf 
forth rt 1 Nffl ^nrk Oxhud Univrrury lYe». I ' Nai i . V 
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of nature lor Innj x stretches nl rhe past have become rel- 
ative.... IHU one single' object ha* retained j fixed, dcfi- 
mtelv f eci igniz able apf tear ante |im emphasis; pp. #- 
9], Realism. tiu ktacauer, js lIl.h artwork which 
respond* 4 neither simply reflective new expressive) to a 
reality utterly transformed by the Eechliolngic al, and 
this " re j lily" h run merely an objective or external 
world* Km virion itself Hus new experience oi the real 
extends to ^ “Hv exploding, perceptual traditions, 
modem photographs li.o assumed another function 
ilut 4 it influencing art " |p. 9 ]_ And it is nutahlc- iIije his 
example ol ".in" i* Duchamp. I wcfitieth-ccn t u r* tval- 
mm. tor Kt.K alter, is not j "siyte of art: it is .111 attitude 
to wild 1 lie jhsiracl ion ol .1 technological era. Hence, 

I >uc li j 1 11 p. r isen si L-] n . (. infill h. 1 * 5 Hard . kalk.i . ! s iv ee , 
Wool I jnd Proust — these are all rea lists K nr Kwsiutr. 

Because of I he Waning of ideology the world 
we live in is cluiicrtd with debris, .ill attempt* 
j 1 new syntheses notwithstanding. I here Jre no 
wholes in this world; rather il consists of hits ol 
L^nu 1 events whose flow substitutes tor 
nieamuglul continuity. Correspond' Ugly* 
iiidivnlu.d e Q trie iousn ess must hr 1 bought ol a* 
jn aggregate n( splinters ol beliefs 4nd sundry 
activities:, And since the lile uf the mind lacks 
smiciure. impulse* from psychosomatic regions 
jrt apt ro surge up and fill ihe interstice*. 

I T.igrUL. cui/t-iJ indnidu-ds As I out ihetr parts in 
fragment fred reality. | 29 ”- 98 l Krjtjutr s 
sense of “ ideology* refer* to "binding norms, 
universal belief riniclit res, and progress k 
we pp- 294 - 96 ) 

As is evident with phrase* like ' meanitvgliil coni mu 
iiv", Kraca tier’s analysis of the modern cundiikm is pro- 
pelled by ill l,' task of "pjvsing through undergoing — 

the alienation without rhe lIIuuou iliai is nostalgia, fc Sis 
provocation is the l lolneaiist. Much like Hen-jam in* he is 
searching luf a mediating term which will redeem the 
sen e 1 l'i ll l 1 of physical reaJitv* a term which will create A 
condition wherein "wc t.Ln experience things 111 Elidt 
cone .rcieniW [ 29 b]. hut. unlike Hen jam 1 11 who saw 
that possibility at 1 lie mumcm of ns eclipse hy 
1 jsc isitk Kracaucr in PJGO secs film as dial wlnsli can 

|htiti i e experience to return; *|Hlm| effectively .i^i s us 
iri discovering the material world with its psychophysical 
correspondences. We literally redeem this world. -.by 
endeavouring to experience ir through the cattwra. And 
we are Iree to experience if because we are fragmeu- 
[i/rtl.... Its imagery permits us, hir eIic tirsi sime. to take 
aw-ay w^ith us E lie ohgets and occurrences eIue sompnw 
she How ot materiil lik- Ip- .MKJ,. kracaucr s redmip- 
i ion ” 1 s the entwining of the primacy «t the optical 
(“impulwv Itniin psychuMunjIiL tegHU'^ 1 witli [lit- "|wy 


ihuphyuiaL Lk> r fLSjx ifkieflc o nl iilui. 

kracauer begins the hook with an excerpt Inim 
FrssLiM which describes the narrator's encounter witli 
3 ik dcing grandmother !p- 14 ,. ktacauer uses the 
excerpt eis elaborate his sense of npcrktice as the jHf 
meat ion lit alni r JCI nc*s ami aliclX JT i-L I n . as well js to div 
tingnish his sense nii" rejlism liiuii noiions oE mirrored 
rL'jhtv: 

Photography, Proust h.i^ il, is the product 4il 
complete altcuaticin. I he oncildcdness of this 
definition is obvious. Vet, the whole- context 
suggests that Proust WU primarily concerned 
with the depiction of a ^Uif of mind in wlmh 
the impact of involuntary memories blur* ihe 
cxicrnal phenomena touching iht-m oft..-. 

I here is no mirror at all- Photographs do not 
just copy nature hill ruetamu rpllosv ix ... Vet il 
anvthmg defies the idea of a mirror, it is not so 
nun It these utlAioitlahle transhirmatioiis...as 
ihe wav we take cognizance ol s iliHle realily.... 

I he phtHOgnphcr summom up his being, not 
to discharge il in auionumm^ creations but to 
divsohc ie inns the substances ■ ■! ihetshjecis tlui 
cksst p ill tm him. ( inn; again. Proust is right 
sclcclivity within the.' medium is 
inseparable from the processes of alie nation. 

[pp. IV16[ 

PfXHlsE t* Kr.li juer s interim tltnr throughout the l-wnik. 

I his i\ vn. 114.1t simply fur his " film it. setisibitiEy. i e- t 
his muln-pi j rs|wcEivj 1 i*m. hut also tor the primacy oi 
tfie optical in the pfuv-K,uinn 41I remeiTihratice. Hut ilu 
rich CcXtIire of I his entwining 1 *E paxl/pfewnt/lllHire 
[llRHIgh j mimetic image JS era nsloruia live thins ah the 
In hi k puKceds, leaving us at the tfld wish a very pmh 
lc m ill is amlogv teg.lT^lillg the llolocJLlM: lie reiL'Ik the 
myth of Medusa, srating that the “ftlm screen is 
Athena’s polished shield " [p. .ItlS]- 1 he analtigy liegillh 
quite sim pit: just j* the sight ol Medusa turns men Ena 
viont\ >41 ti si. 1 k Hiking directly al actual hornsrs paralyzes 
us with k-ar, “\lhw of all £>t the existing media ihe title 
ma alone h^lds up a mirror lo nature. 1 1 elite oLM 
dependeme on it for the reflection til happenings 
which would pcirifv us wete we to encoumtet them in 
real Life. - Perseus, “the image waishcf." overcomes lu* 
lears h\ h Hiking ai the fclkctioti: “The mirror l elks 
1 10II h 4 if horror are ail end in themselves. As such they 
lieckoil she s|x j L talm to E,ike them in and thus incorpo- 
rate into hi* menuiry the fejJ late 4 vl tilings l*n* dread- 
ful to Ik beheld Lii mli e y In niperieucing...the litter 

ol |i inured human h^Klic^r we redeem till* biirri^r horn 
Its invisibility ln.’hiild ihe veils of panic jrul i magma 
ikin.“ I his is .1 puzzling analogy (or iwo reasons: 1 ) die 
film screen \s AlfwM >’ shield: 2) Perse Us does not sue 
need in 'Living ihe glnpsi hir g4 .*< hI . Medusa s dfi*iptu 
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turn due* not end llcr influence, hir Athena allixo I he 
head to her argis so as to "throw .1 ^are in her rne- 
mm". Athena repreurnh ihc “victory" of reason, ilur 
al^trjLtkin »l the mind from the body, the reign h 4 
pat natchal justice: a reign which in by nu menns tar 
Irons horror, Reason is closer to violence than it would 
like to admit. Hence. Athena's shield is. far hum neu- 
ii.il ji doom* 411 already distorted reality. 

In the I fc J'2A e ss j v ** 3 he Cull ol I >i stray lion, 
KritJUtf made a similar fusirit mote strongly: 

Clnt chides the Her liners lor kiii|* ad Ji vied m 
Jis eras, lion, hut this is a petil - bourgeois 
reproach. While the addiction to distractiun is 
certainly greater lit Berlin than in the 
provinces, I he tension SO which the working 
masses are subjected t* also greater and more 
tangible an essentially formal tension w hich 
lilis 1 heir day hilly without making it fnlfillmg- 
Such a lack demands 10 he cnmpensaieJ. bin 
this need un only he artieulaled in trmil of ik 
same surface sphere which imposed the lack in 
the fir si place. The form ol eilleftljmiHill n«* 
essarilv responds In lhal ol enterprise- * 

The |tHih-ruis«ll lone ol this essay, as well a* “ I he Mass 
Ornament" ( 1927 ) is aimed equally against capitalist 
modes of production as it is again* [ the tusmdi.ms ol 
high culture r The reason fur the latter has nothing u> 
do with tasie, rather, like Benjamin, the delense ot high 
culture merely prolongs the status quo. a prolongation 
Kracaucr rightly tecsigni/cs as dangerous: " I lie laws 
and forms ol the idealist culture rhat haunt us today as 
a mere specter may haw lost their legitimacy with the 
advent of the morion picture: nonetheless. out cd .hi 
vrtv elements H externa I itv into which they had happi- 
ly advanced, they are attempting to create .1 new ideal- 
ist vulture" ju>isi.. 9 S| . I'he stakes here ate high: \\ ill 
cinema Income a tool ol social domination nr sv i LI its 
dissolution of "idealism" necessarily ill hum and con- 
tribute io ,m emancipatory moment' i he notion of die 
masses addiction ro distraction as an acstheds force ol 
production depends upon the recognition ih.ir the 
“hearers ol the ornaments are the masses - ihat they Jo 
not participate ml conceiving it. cel I hey bring it about: 
and dial the "mass ornament is the aesthetic rellex ol 
rationality aspired 10 hv the prevailing economic sys- 
tem," 10 Lri the mass of Plan lent, “in pun 1 externality, the 
audience encounters itself: its own reality is rescaled ill 
die fragmented sequence of splendid sense impression* 
Were I lus reality to remain hidden from the audience, 
they could neither attack nor change in its disclosure in 
distraction is therefore of moral siginliejnee |( Hist., 

HI 

As a journals i, Kracaucr adopted an essay isne 


method ol jnalvsis which permitted him ro move 
across the surface ol die "pure externality n ol his con- 
temporary He rim, to lilid himself Js part ol I he mass, 
and have at cess to the "infinitely inierpretahle" phe 
nomena ol daily life I'he experience of anonymity and 
the participation in the “homogeneous cosiiHipnliran 
audience" promotes the “exi>dii* tit the human figure 
from sumptuous organic splendor" and I lie demise ol 
concept* sue Si a - * personality and the w/ll identic a I sub- 
ject. I lie ant i- organ icisi sircak in these early works 
evolves from hi* somewhat optimistic view ol reason as 
1I1 a 1 which sail free us from the persistent snares ol 
mythical thought. In the "Mass Ornament he states: 
“Reason will bring truth to the work!. He senses that 
the rationality' ol capitalism has run gone far enough n> 
rid thought ol nature's grip, instead ix perpetuates the 
myth that social organization is natural;; and it is in this 
srlf-enc kisetl system that the mass ornament resides in 
its “ muteness, H As a journalist, then, lie saw his ra.sk as 
thai «f provoking the masses into sell -reflection, into 
disenchantment 1 tint thrnugh the rijectkin ol new ttxh- 
nologics and wtcial Ctmfigu rations, but father, “through 

the mass ornament. ni ^ iWJ y bum ii |MO, ^h|- 

As Hcide Schlupmann has articulated. I Irrory of 
Film * adopts the viewpoiiif taken in the Weimar essays* 
hut in terms ol this viewpoint having been hist. 
Whereas talk of the all-out 'gamble that is history fiat 
hiit* the messianic: hope thai a history thai has since 
become a caiastrophe wdl be redeemed, that \utaatm 
phe" has now come to pass, without die Messiah liav 
ing arrived- that is unites he is hidden, as Kafka Mlg- 
gcsis at the end ol his novel Amrnka, in the shabby 
American culture ol eUteriaimnent. 1 1 

Jhihflri Id Jh StHttii Si tfrH fi 

ffumantur- Nfi*ani* t hhwiI ft? r ihct* lhn‘i$ral 

f-filtt u "if VjTm 


TrjL jnrr " 1 he i ub I WaLhiii." itanv. I Homas I wm fWrtt' 
t ritufUf 40 ’> V 1 4.^’in M iHIt lhal KLJLJCH f plah S 
with kite iUkblglJJO Lkt flir Vmrd firirttk. whulk i-cn mCJn IihiJi 
cnn ipi icc ■ biLviiiirvi I aphl emmjmmffli 
^kiacJiKTf. 1 )rn iTiurn i" 1 1'iJ " • fiarhara 

[ i ii ell'SL jiilI |j L k Nm irfrmjni ntufur ^ - Spring I'P Si 
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Visions of Light: The Art of Cinematography 

An interview with Arnold Gl^ssmaiii I odd McCarthy and Stuart Samuels 

The lolloping interview took pUc on September IH, 1*W2, ilu- dav alier \ 'imm H / premiered at 1 he Uirontn I xmujI ■•( 
l otivjk Vt v dunk 11k- tVmwtu Film Festival t»r their amiMjnee in uq^niting the interview, Pamela I dp\-mithc lt*r her iran*rit»- 
i turn and Rohm Wood mi hh [uniiiptimi. Wc ak» wish to thank \mnld t iUsnun, lodd Me* .irthy and kuan Samuels. !i was a 

genuine pleasure m meet them ami disttivs their film. Hie interview ss.is eondnued h Horeiiee laenlwwir/ anti Richard I ipjv, 


it* 
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K Ll ha rii 1 j pjur: I E III n i u 1 1 E W t 1 in igll E AtJn fu ll .tv | rig Mill 
mi Induce vutirw-|:vc* and j;iu- JI I auk- h.iL k^ir* 1 1 lJ in forma 
limn and then Il-LI uinKihin^ about how the him iJmc 
jIhhui [ mean. who initialed ilu pmjLLi and how- did ihe 
i linn'll you get together ! 1 

1 h p i.l il Mii- jrilit: Well* trn I odd Vht arihv, »ul I \c 
kvn 4 u. r i r i l tor Varu'ty for quite .i k'w vrth. 4nd j III in 
hiMtirijn, and did ,t htttik lalled fcitigt f^r /f ■ mam u-jr\ 
ago, j IV movie .mthologv Ami from my y*um ol view, 
ii came sHii ot two articles (ha I I did for f 'ttw f.ttmmf * Him 
s. i eictjii ji ngr ap h ers | Itl : iS u m rner 1 L 3 “* 4- Ap T 1 1 I "M+4] ; mu-, 
about wvtfit jtjh ago arid I fit 1 it another one iwsl years ago. 
So obey were at five yeat intervals. And maybe I ll just 
kee p doing that tot E bl‘ IK*! fc, h P hd pls^ decades. thlE* I VC 
always K.td j strong interest 111 cinenudigyaphy and in the 
mx i and article I did. I noticed thai ihe best assignments in 
other words. I he top direstEirs, Wirt niutliy tfnnnillp for 

etgli cinema I ngraphEf* .Li i<L i Ii l^ hid been 4 major s I U (t . I 
thought. miu live y ea rs bffitre. wlucfi lei s vav the 
Pjnihcnn, ■ nf i he iop cinematographer* that you Could 
id fill ply. were ifwwefh A meric jn. Ur iheff Were people 
whit lud worked Lip from she M) s iniw (he HO s. And now 
ail e hew tiHcign trained cinematographers lud really ukrn 
over I he mp position* and it j major war dungy . so I 
thought that wav very worth looking m in ■ and it basical- 
ly sprang. out ill j documentary llui I worked on, Lulled 
floiffnwtd Afatvnii'i. w Inch NMK <4 Japanese broadcast- 
ing company j and I he Amerkdll him Iiiveielul- had been 
involved wlih. And LmsH hi were interested in doing 

another Him. .lihL again oil tlmnu. And ibis i% one eIi.ii I 
was very i n te rested ill doing. And then, Arnie jihI StuaN 
■. 4 ii i l'LI ihiii hrtiW they i 4 Eiie into Ll JS well. 

Stiurt Samut-U: I'm Suun SjiihuU. He Ion working ift 
prod lr lion. I wja 4 [kEitrsMif • <1 I ilm Historv .nul li.nl 4 
know ledge based on him, jrid jImi wrole .1 I w -mk mi mid- 
mgtiL piuwitw'. I had j 3 mp been working woii NHK oil 4 
rojrnK r l 1 1 pnipeTl^ hpei high lI^-I ii 11 1 1 1> ■ 11 . So f futl I'hmIi him 
Kr kgron F k! 4 rid uthnkal h.iLkgrmmd 111 terniv ol MU vn 
the AH lured Hie ehi pnklme ihiv. .nul dicn Wf hi nil A rim 
,m 1 fie edimr Arriie h.ti\ Milimilted .1 i.tjk of ho prei'ioto 
u.-Lirk .1 ct .tlh miL-reviing film - .tiuL then Affile w.r, hin-il 
.tml l hell 4 h . the prewesm go I going, we .ill httimc nnire 
lOvnlved in the mauve process o| pulling IE icigcthcr and 
A II IK - uh-\ it troni there. 

AriHild (iLwmam I 111 Arnold IpUwnun. ibe ahnir^o- 
dire^lHir, ,ij ill 3 ’ve Ixxn an cdsmr for 4 long lime mi every- 
thing IrnPin featurei lo diKUllleriuru^ to I A . raew>. and I 
h.u\ ii Lsi moved Eph 1 o\ Angeles, I hi\ wji a dream progxl 
fur *mneone who fud fu^C miA'ed m l ov Angeles .tml I 
knew oP J ejdd through im IhpoL Ainf* af tfv fli. whkh I 
lud tor many years, and we -ill go| together and pirn ceded 
iu work on the film It w- 4 s cue king to Land in l os Angela 
and get to know where all the old liiiuv were huncil. and 
work at the Al l. and have a project that went mi this 
long. whi-L.fi w .t\ fmi 1 1 .1 hlexving a filJ .1 liN. 


Hkhareb How hpng did le e . 1 k >. vnu to put I he I dm 
together? 

Todd: 3 vjceIv two vears. 

Stuart: I’un veal's !ri-m ifir tsrsc shooting 

Andes E would sav the i-duing pron;-- tmkk ahotif ten 
months E fie dip ga therm e pnuesv tiMkk three ftlollths. 
We did e fie high definmon sermon in I nkso wfiuli. iLKi-k 
three Recks in lJo the on-line. I here was a Emtg pauw- 
arid then I pa e h . nxkxl ehp pm together tfie vefvion. 

w 1 1 il Ii ei n pk j lew months 

I lorenee J atuhowi Ir: Wm ate all Hsied a\ rhi j direLttvrv. 

I low lI iel yon work eollalioranvely iMl the lilm? Hnw did 
cliij leparacc the tasks' Wtlo show whkh blms to high 
lighir Hid ii work aevordmg eitiemjEogfjpliersr htpr 
instance. tluE von interview Sf^Eor Almendros and (lien 
decide l*> include dips fn>ni I Km of fharrn, ktauv he 
spoke alukul iff 1 low did yuu nuke ihmc Jeudunsr 

I odd: Well. I was initially involved 111 ilftlet fifing the 
whole ihing and then SlUiin and l alsts had a very inlen 
spve session in stnistufirig in what we thought ihe entire 
pisxe should read Now doing a documentary you have to 
write some kind of smiaure/wript fisr it, I>li< the finished 
film is never going fn end Lip aLCurding to that MFipit Hut 
voli Ijt. somnhing Lip it, and we hauf to go thfiwagh fdiit Ii is 
uiry and panivtlUrh AmcriL a n/irUer national film iiisiEi- 
n\ rdativeh tbrEumhigiLalh acsording to inlluellces- And 
I li.id a setiw eim?, h\ which l incmalugraphets might Em 
able lo \jx-jk niLWt inielligentb' al»ntiE tCftain 1 flings And 
il vt Hi 1 Lis 1 reakj Nesmr .Alniendu^' I^Mik inpr Rusiariee, you 
km'ss lU.u Ul‘ had an erwychipnlipL knowlcclge *4 unenu. 
He tountlrd pfie first cine dub in Havana, aiul was a him 
tfitK hefsvre he wa* a i i neiri Jlogf apher. So l knesti that 
was the kind or thing we could get ffiim fsirn. and there 
were other people ism who vouid sjHuk .lEullu that. So. 
when we creaied tfse cpiest 1011s Inr the individLul une 
nuEographerii. we t ri txl to Lteate ^iUHtions th.n would elk 
ie answers that would give ti^ w fui we needed m LCrtain 
areav Vi'e knew ificfe were j lot ol anus we ii.td to voVef, 
and we const rut led the cpirstions aeeorLiingly. Hut olm 
oiivlv a lot of it was dn.iarnJ hv what ihcy felt like 1 alktng 
al^Hit as well 

Stuart: N-Vv 3i.nl a uUiLpit- siiLianon fxxairse wc had preiti 
minli t.ute fdarkhe in terjiis id what films we could ow 
Ixxjttse of the r cl aim 11 ship id AH to tire studio*. Aiul that 
alliKWed us ,1 great sense of Ireedtmi. so we ctiukl ask ijues- 
dons a ] h ili 1 1 Imigv aiul that we knew wc could get jmnts 
ol tfie films ftEiin ihern, 

Amici Aiul t f l l ■ strLiLiure of tfie fdm no matter floss imuh 
voli plan wfiE-n vou do a l!o* Lunentarv fiiufly louie-s down 
In w|me cola have in work with. Ami 1 structured ihe 
whole thing based on using ihe tratisstipts froEii the inter 
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viewv categorizing it ihromnlu^ulk breaking il down m 
lilies, si h ftihfCCls - ‘Haiti i lit* ih started ,l rough cut Kl^J on 
tin- interview* iinlv, which was like. twn hours s ►r tuorc- 
I fchf-j i (here were section* thai went out, icetmns thai wl-ih 
back in. Ihrn ut court*?, I lie 4 lip 1 * were dictated j Lai in 
[hr major ^xlmru l*y wtlal was Ji* 4 Us*rd- Ed g™ home .it 
nigh c and go m 1I1 e video smite and take borne if n films 
fvff>' night, .lii-l! sil .1111! watch. and wan, and find dips 
that I though t wiMikj wntk and those thai ] remembered 
smite I was bcpm. ^'e d 1 TV to get everything in I here 
Some 1 flings worked BrtlUlifullv. sume things that wo kill 
didn't, and Tin very hippy that the traiti chut t'mn 
Poumnf Worked It nine hp! the ihings I really wanted 
in get in. Sn, [■» hk h wa* kuh working with tli l- material 
and il was , 1 1 s L 1 j jMtsHHi.il thing. t letting things in dial 
were important Its nur. 

Horen* ei It drink us that wav. 

Arnie | Hi si speaking front the editor ^ point nf 1 lew- - 
dun whai the process wav. 

' I h hiltl Bui I might .l-lU th*f, another tmifivation for i 3 ns 
was ihj[ ii was almost entirely virgin (cmiury. I mew. no 
ever seen what these people LhpL like or how they 
spc^L I ljii only think id a couple ot ImmpLs wirh exten- 
sive interview* wiifi cttttfttJtographers. No E [funk that was 
pari id the exciting aqxrvt, eh r break new ground with chew 
people who I believe arc the nupst annulare people within 
a given c r.i ti . in jny area h*I I lollywixxj film makiEig. 1h.1t 
I ve ever come 41 mss ] hew uncm-MtiprApher% know their 
history, they kimw (he work u\ 1 hei r contem por.tr tes, 
hcuusc they haw ehk keep up wirh wh.u everyone else' is 
doing. E here's 4 velv, I find. friendly competition. Jimnig 
e hexe people. I hey al I belong to the same society, they to 
some extern hang Mlt together, and share their secfel*. 
shite them discoveries and mpoh. And of course I lies re 4]] 
competing L if she same job* iocs. So. thai \ ,lii i ril cresting 
sirujtioEl. Hue he and large, (here's a LjmurjiJme, hut 4 
competitive 1 me, E fie interesting thing is. lh.il we had 
fiHKjitil that ss l Esi ig Ii 1 Im- able Els liud -1 1I1 1 interviews 
sii 1 tie id rhe Lilii Ernie Linenutogitaphers, Hs rights, this 
him sImpuElI have k-cii Lhine re 11 or EiEleen years ,igih when a 
I til liI these [M-ippli- wefe si ill around. I lies" all lived mi lie 
Nil ni 4 E 3 yea rv olii. But they died w ithin the last teti years 
rii sn. And 1 here's really noth nig [fiat lann-s Wong 
f j mi 1 InPHprage ysni saw. is aln*ni all we fiaul oil him. nd luu- 
ui the shld gieai vineiruiogTapliers, Sip that was uiitonw- 
narr. We, wl- were able eo gel these jienple ill ihv EiIesi ro 
s|M-ak .LtHnir them ■ I thought rather wdi V«M van see siill 
ihe ehain ol inlliaein.es oil the history 1 if cinematography 
even rhough we don't llavr nuilv hpE she tild limers si ill 
an 1 und. 

1 'lorenee I haL ssas uiLe hpE mir ^usnons. \ou make 1 f 1 is. 
l J eaT distiiK 1 1 1.1 n fierw-een slasskal E EhpIIv s^oh»l 1 amt new 
Hollywimd and yiHI eoimeel sun temporary Linematiigra 
|ihv lhp foreign inlUieiuo. like the Se« Wave einrmatog 


rapher Kaoul t outard But we wanted tip Jsk you 10 elak 
h prase on how you pcrLEivr tfie ammuttw beiween ela-isi- 
tjl I lollvwcMid and new MnHywind. ^ r oii do a fdt ot rfi.n 
in [rating a fnsiorv IrHiitl .Siormrand tnher films.... 

Arnic Wdk ihe siinj>le ihing 1 fiad in mnitl is dial here 
is a history of uue niaiiigfjphy. Suddenly, the people 
telling die sum become a jiarr ol [he haston,. E fial «i\ 
[fie hinge that we huift li|Mpii. where ii goes Irorn tfte tllsto- 
rs in- die jurrsonal sEnprits. And the s was the dark fuph 
tfial we k ii ui ol h.iik to hriilge wiih m formal unr describing 
wlui ihew go>s were ii fM lIing against. 1 he ehlflsult thing 
was how iipLild wr show examples ol I lie hoglltly hi tilnis 
I bat the> wi-re rebelling against, ami ruxl prixvllt them 
iH-garive examples. J hat was ven diHhuh. 

Kiehard Is thai nine id ihe reasipris tfial there weren 1 any 
examples Irom niusn als. such as Minnelli rnusiLjk like An 
American in Puns*. 1 was thinking jI'hplh ifie An American 
m /*fnrkillel setjUetlU and siyliranion. 

Arnie ft fmh Would have bern tpiite i merest mg in the 
eon sex I of lire either Jiphn Alseiri dips ill at we showed. 
Alton in I'.LU shot that You'd kind of be showing il as an 
anomaly or an aberration. 

il d. note; Alton has (hx-es sErongly iileiiELliLxl with Ii i-s film 
mnr i. meinau »guph V . ) 

kkhard lusi in gviwra] going fnnk lo die question nil 
musicals arid siyh/Jlion, you only have the excerpt In pm 
.111 earls ft aru rr Hrodiers musical, the Bushy Berkeley 
sequence And then ymi kind of tlrop hiusk.iIs oLit 

T-udd I think ii s partly because we did 11 l fiase any esjMP- 
Menis ul thai style speaking in die film. And flip <pfie that 
we inrerviewed mennoEH'd 11 as Iwing sigtli t Is ant En ihe 
WLitk 1 hcc were doing. It would base been an idfiirt given 
she inaierial we had. Eii drag ii into the film, 

A 1 rib- Am! we didn i want Eo use a iiaMatuUi. Shp wt- bad 
eh p siii. k up she segue Ehp Lohmr fte lud a ku ot diwtt-Vskins 
011 xshat ihe greai cokuif films were, and whas we could 
use and whaE would lv useful ft'e cTeatixl a liisfr bridge 
where we went to Allen Elavtau and John Bailey, fte 
juraphr.Lwd some dungs tfici sawf Ui give us a bridge imo 
Ehat sequence explaining the tHpInpur, i xpla tiling sfie iran- 
s 1 e n fell Eo wide s t teefi. \nd eIh-ii, l thiPtighf him am I 
going to get a gre.U M« pM mttskul in sberef Ei was ven 
hard to Efnnk hpE a place Nep. Men A A- tn St. f*mu was wm 
id the lubss up thai fust that L]|vniug chos - there was 
Lively tolniur til Ehat npcuing shiU. 

Stuart Bui l also think ifu- film Ennpves Irom a cinerrutog 
rapher s view tpf ihv pasi which is whai the first pan ipf tlie 
ill ui does es til e bn pugh E. furies Lang is in I here as all 
exponent nd his hpwmi wsprk - ehi. as Arnie says, the cine 
inatiigraphers' view hpI their own work 1 hen there’s 4 
sfdfr Eli the pensile we talked about, those w In 1 were 
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rebel I i rig agamsi [hr I lollvwcKNi mieni. I hey wrft [hr one* who really nude the nt> lisle* up Ami 3 think thai the Mini 
refietli thill kind of vision. So shat 111 go Wk .nut try |o explain **r to i I Ua^t r-atc die old '■nail cucp* a* she t ireg Inlands, 
I hr laities Vt'niig Hnwo, wjls 1 thought, draggmg H down. Bee a use we were inlerHlrd in keeping il moving. We wanted 
[it go Wyiind [hr him hull or lilm studies- JLidielUZe. [o i mudh larger andienre. 

Kit hard I was wondering d m mil really 411 eXpen) but who in Harry Woll? ] doll't ^-4, * jgni/e ihc name. 

Andr ] I r W4& in asdoant Cimfnnun^rCk [VrsLiii 4i i he Vljrnkk HudLu 

Kiehard I knew mosl nt 1 lie ndllK&llul WCTT mentioned and the people wliimw interviewed Hut he did n E strike a chord 



Arnie Hr happened o* he in the nghl pl.it o, at [hr right rim c railier dun j rnamr Lonmhurof. 

| *>dd: Hr v.1 w j Loi happening. He knew whai ss4s hip[icnin|; even it he did it I make [h 4 l kind nl name I nr himselt Hex 
aho nnprrrjm an ihe AS* ! I A me null Soutfy 4.1I t inrnutiigrjpherv). 

Si nan And he worked With V brink. 4 nd his ret idlevt ions were mlerrsiing. 

Horenee. I So von think u Mile id ihoc l mil - maiugrapln-i-* have Kxomc siafv ill j wji . in iheir own right' I rke Kaihlsie 
M tiller or Vittorio Storaro Ho renain direeiurn now seardi mil UfKinaHigrapherx to work with them and MsuVkgi t - 
inaire j project? 3 >< n yon vx das happening? 

Todd I ft.ti s jhwilutdr ihr tjwe, There are many directors I dunk, in Ttn who you might wo are emelTUlitgrapher snobs. 
[ mean, they have to have [he *n tailed glamorous, sexv rutnr* mi iheir work so give their film* a serum h*»k. 31 vxm look 
at a I isi of dirreiurw ! mean. Beittilucei. arid t.oppola iHnumr Wihhly Allen) yeah. iE s very rmkh the iiw. And *urc K 
w hen you heat Ntoram speaking - he's incredibly absorbed I mean, it" you heard the entile interview - he's got hi* whole 
Ljjtcr mrt til thiinghi out irt dm wildly pli iliwopll k/al way lit which ea L h stage ot hi* ca-fcrf is meinmglul - astd alter 
Aptn tthf 1 ** -V»«r\ hr IuaI in take two years nil haJiiM- [hai wav the end ot something. and I hen he could go imo (he nexl 
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til hit ijircf, And BettcduiiL l ifi i 'iifc H lu* rU'n 1 - 
thing; to d > i with Bertolucci's psyeluiJiiudYH* in ihe 
Stonrn ck-t linn rh.Lt and the stairs of thcsf hvo wiitH-how 
p.i in i,ii i isui i. And thai In Louldn t have -.Imi hir instance, 
fiv i \m form fit tsow .1 nd he umldii't have /'At* /*/*/ 

/■ifljhffn/ hrlnrc, because 11 «.is all pan ml tin is overall 
philosophical j-tHirnev. lh.il 1 ho afr sh n r ■ oi p ll c s ll i njj 
tn 1t4.Bfln.-F. Am! he hdl In - even vaid when Bertolucci left 
to do / r.tgfrfa n/.t A/.jw uiihout StUFJTO. the 

morning ot the stall o| shouting, Storaru felt 2 pang «■ 1 1 
grahmsi mil betrayal jv i! Uiflcihks i wj* sleeping; with 
someone else of wuiKlhiESp. It \ that intense. yeah, 
you do get that will) wmif of these people And they ace 
snperslars in I heir nw il held, and they certainly have ego* 
jnd stuff, and yet. they dofii have the kind o(‘ unbridled 
egotism ol itiF(\K>f^ hcsaLkse they do see themselves a\ 
doing 4 joh and serving J function hi 2 gnilufr which is 
ineviublt ctilhihLifJiive. Sts, in fact mam nl she tine- 
mjiographc^ s-ill! thii they had the Ks< jish m ihe work!. 
Not nr s.usl 1 li .si lor one, Because they dislts t have to 


worry ,ihom ,l thmrsjm! s hi tigs every d.sv as a difesuu 
Joes. I vervisiie is sip so the director ashing ijiicv 

1 is mis all I he tiimr I "hr* 1 don't have U3 deal wills I hr stu- 
slsns I hev duo t have to deal with money, And sit on ami 
xl 1 h mil llsrs sjn |ust do their ]oh. I hev can |itsi think 
j|h ini li jjjit I'ht-s 1 an just chink a knit 4 ol her is mailers 
And the* lnse 1 hat. They just ha se a icrritu juh, they re 
vrfS virh paid. dies tin work when they levl like is. they 
*40 mu work when they dull ! want cm. I he siicLevtliil 
ihtso arc Lpisse satisfied. t llnrik. twsrpt On che ones who 
ale It ust rated di rectors. 

k it hard \ know Michael i hapnun his dime a couple hi| 
trims hut generally sittrinau^raphcrs don't make the move 
to becoming directors which h kind of i site rest mg given 
mi the one hand ihesf intimasy with all these areas I 
mein. pr^hitSHUi deu^ES, ami atiors and pholof'raphm^ 
jelors. acsd the wnpi and all th.si. Vtsu would think ih,u 
there would In a desire tm n Hive 011 Co dim.lsn^, 


30 

rifffictipH 



fLrrc t htii “ i fehn Alton 


Siuiri Some ol them have. hjprv Sormctltrld. Sven 
Nskiot luvr directed, \ ilmu* /signmnd post difcVled 4 
film, E rnesi H k keruni jmM directed .1 fdm 

I odd: Some oE I hem on Iv Jir^ld d»e or two jml eImi 
wav ii ■ t.ordon Vi'illis. Mklud < hjpnun 

Smarl Hut I think it I i-o 10 ilii with e l-fct.- I it e lIi.l* e h l' .Ll'V 
die kit liuik id .( lllltl lus I'll l mu- 1 m 1 l h more ini|HHM.mE 
jj nil you t,m -ilnmM luvc 4 whide Mini based tin tliul Sis 
du e .1 diftxlor. who trvh very wiiw in ienm ol 411 jev 
iheEie jnd riWylv less M-t Lirc- m u-miN uf dealing wilh 
JslOtV like V i | MlH is or si hi kit's ■ I L L ' like 1 3 1 . L E . sOnld Ml'T nuking 
.1 Ellin due w j\ jmnurih’ visual arid mil worn aluml [he 
inker L’k'lUirmv 4 * nuiJi. 

E odd: L } left’s another level; duE ejme mit m m.niv nd [he 
UMcrvk-w* whkh kill in she film A nundxt of I fie une- 
miiii^MphcrN kind Eii poo piuncel die diEfiaiky ti. ] lu-s 
s.i ii L these lJ.is-'i its fjM - tlur cquipiTiErm ! * vo vimpk - I he 
e<|Ui|>rmni is mi good m»; the Idm is wi giHH.1, lighting is 


much more simple dun M Uxxl Eo Ik-, colour is ninth easi- 
er in kmk giNki dun tdaek -Old w hi ec. its nut lough . 

I Ii iii s kind ol die ir aEtilLkle wi diey were almost euEtirig 
down dii" glorifk,niou hp| dm role. Whereas I hey mighl 
well li.oe glotlMed wh.iE l et' t«. nines .uuL Willi. Liu DailicU 
mighl fuse done Hivw days they sjv. well it's iloi w 
h.nd to nuke ■* gt**! kinking IjIiii. 

Kii lunl \kiien Haskell \V L xler wjs ulkmg jIhmit I.liih-s 
W ong Mnwc. he said that Howes jumide w,o we pmi 
did our |oh ami nude ijHwtes it w.ls very like - that he Mid 
lb.ll lie unit- jl rovs js vetv relaxed ahiml die whole 
dung, .nut was willing lei lx opxH. and MMkk 4 Marne in 
i he way he was responding l+« the ijufviions. And I 
i h Li ugh e iHje hie point wjs well L,iken. cIue ihtK v ihis 
t lunge over dns issue wc were ulkillg .iIxiMJE before ■ 
where they've kvufflc miw ihtve sit|Hrsi.irs within iheir 
ow ei area. 

Todd Hut dm-oM I li4E lit ihe Jiiitude ol the old 
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Hollvuood I mean, Ramil \\ alsh ansi Hawks 

and people like that would only speak alum! doing their 
job jihJ if you Mailed talking about jn they'd tell you lo 
get lost, 

Flortnct: Nor Sternberg. 

I -Liriiil i Nli. C’ertainlv not, 

Arnir Well Stephen Hu rum had .1 Ini In My about u - we 
didn 1 use- it in the film. I le wav at UOJV during the late 
*n\. early SON, when ihe l ox people where reaching 
(here. Am! ihey were taken to I he FiU lot. And he gut n> 
know .ill the dncmaEiigtaphcrii Afllmr Miller, irtd Leon 
Shimmy, and I hey were pan of his education. He 
describe* them as being very gruff. not lalking about whit 
1 hey did as art. and liejdmird I him tor rh.ii attitude. 

I'odd: Unhircunaiely rhty'rc not in she film, because 
they're ill dead now, bur ir w is known as a preliy may ho, 
tough -guy profession. And VCI. ihey were doing some 
thing very sensitive or artistic in a sense, but they're all 
pretty tough gms, ami 1 hey "re all kind ut known as ladies 
men. and chert was no Min id get ting in ■ oilier lyfio had 
trouble gelling in. during the old studio days. Ii was a 
dined shop. 1 1 wa% limited to a tew dozen men who were 
doing 1 ha 1 job and you Luiildn i break in hom I he early 
Hl"% Its l he early really. 

Florence Has that l hanged a lot? I >idm'l you hive a 
woman cinematographer on Visiem t»f 

I odd: [r has changed a great deal 

Si u an Yeah. hut also the faU dial I hillywuod was esen 
thing. I here reallv wash E an alternative s irs-. Wfw York 
was ai hesi an experimental film group. lliai s why I 
think it 1 real I v valuable in terms of the film, its making an 
argument about I he New York hunk hying more than just 
an aesthetic situation. li's really a physical rebel I ion 
against I lollvw i^id. ii s a trchnulugtc al rrlwllion agauist n. 
and as well, it s thi? entry point for Europe (which LA, is 
not!) in terms of influence*. 

Arnie You gel sutiicxuic like \\ ill tarn Hariiek who shut 
t mtIso and then went on 10 New York Richard loi ho 
on |h it ariou shooting ol ? V'e Wikfrt ( tty) and go I an 
i >H,ii 

I cidd: iitirdon Willi* also said thal he could nm pursue 
his soiLal experiment al ion 111 HuIIyWikkJ, he had lo dki ir 
in New York. and there was great resistance Eo him for 
years, and he was not nominated for an t Near when Jhf 
( ituifjiher w as winning all these other award*. He *vas 
always ignored. 

Rich aid: Mo you ihuik the Jihlicncc* who we this him 
and have varying degrees ol awareness and interest in tine- 


iTMEography and in Hoflvwood appreciate some id ihe 
I -one* voll re raising or c lo you think they need to he 
spelled huh more? l or instance, the New- Vork look exem- 
plified by tpordem Willis which emerges in the late {> 0 * 
arul continues thereafter, vrfsu% the Ha-vskal studio look. 

Stuart Ho you mean making it a more pronounced vitn 
at ion' 

Amir: Except dial, ihai Ni-w York look was going oil 
even after i orLTlil Hall anti Haskell Wexler were in 
\ JollywiKitL so ii was 1 mi something that just happened in 
the 40 s. smse we have clip* that carry on through, void 
know. Lionkm W iLli-%. ft was just a was' uf gelling a wg- 
incrll Co nuhidr a ku of material thal jusi didn't I'lE else- 
where, 

I odd: 1 rhmk we ntaile a strong effort In sllni** ilu- many 
different influences that come in Y limit* aiu| lars/lo 
Kovac's cante in through trioturcycle films, eiploir atitsn 
Hints ]ike /^rsy Rtrffr. Kovacs had slnnE /v>v H*dtr bee J use 
he had shot motorcycle exploitation tilnis brio re ihat. 
Ihere was a section, there h a whole silh|ext ihat the lilnt 
dipesn'i explore which could lu*e been ini erecting, but it 
probably would have I seen adventurous and that is, the 
subject i^f cinematography as a career. In other word*, the 
l lovid union til all those year*. Why didn'c more people 
get in? Why did I limp stagnate a bit from the lale -111 * 
arid into the Ws. How difVkuh it was to establisll a 
career. Why were there no women - ir was the Iasi 
pan Jl he last profession 111 Hollywond were there were :rto 
women. I would mv. And thal kind of thing could have 
niavtx' been tovered m a ten 01 liEreen minute segment, 
hui I think l ha l it might have Ht-en too much of juM .1 pro- 
fession, and not dealing with the real artistic in flue rises, 
which is what we we in with- 

Arnie \ild M prohahb wa* the last tiling to Ik nmiEEcd of 
the other stidl. because ihcne were comments, even nghr 
ckswu tii Allen Ha* lau whu *bor Steve Spiclbcfg's Anthhit 
and then he coiildn'r work w ith Spielberg until 11 
because of tht- unions and that * mm.h later 

Stuart Yeah, we had a wtiion on unions and hl.uk list 
ing ami some 01 her i Kings, bus ssc were pretry 1 fiubbil to 
rhr mu ion of wanting to base the film grow olii hpI the 
conversations with she citlcttlalographrr*. rather than 
imposing wtme kind til the*is hmI it - wllkh would have 
been necessary it we had tried (hi put all these rising* 
together and tried to make miU’k: seitsv nf it. 

Arnie You know there afe 4 lm nd' interesung stories 
ahoui what thrse people did m the beginning. It was 
(. !onrad 1 hill who wi»rked tin 1 -V. aiul Allen Haviaii slios 
dance blirls. at some LkjI C alilornu dance show. 

TiKbb Ouni Riuzmau doing fashion, .ill thal kind nf 
thing. 
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Smart; Almost by ate idem in nun; cases. a Im ul ihcw 
pcuple got into i Ucjutse they had already trained for 
it, you kniiw. 

Arnic '■h i wherever w c were able les inject sniiu- i>h thai, 
we did. 

Richard f was al w« struck hv the lad that people like 
{'onrjtl 1 1 , ill and liordon Willis a re iHiw die eitaSlii.li 
mctit. I'hcv’ft hi i heir fifl ics nr older. In a wav it was 
kind of a slunk, Scl ausv 1 Mill think oE iliesc people as 
ihev wefc. as being young. And to set them actually there 
up on (he screen, and io realize that they are part of a Hew 
sort li| elite nr hierarchy. ailtl they are now being followed 
hy a generic ion oE photographers. [ hey have hccumt 
itismmkinc 

Todd t [ hai was pan ■ it I he pn ihiem of t he a pprcffl tc l sli i p 
system. because S>v ihe time you eon Id actually get to 
shorn a picture. Uitl were well into your hmio and you J 
served all this l utRc as a Sutler » or a focus puller Jvsisianc 
cameraman, and all thai, an operator, and finally you 
LLUjlJ WO rk ypur W jy up. Ie wav only when ihingc opened 
up with enplmtation !ilm.v could young kith in their latc 
twLnlirs, early think's gyt in and Matt shouting pit lures. 
l\ bv chance one ti( [hem was recognized ur ii you were 
Vilnius or I 4s/ Jo KovtO arul shooting a motorcycle Him 
and then had a hip break like Fdjy Ruhr, then you were otl 
the map. I hat kind ol thing tonkin r hap|x*n in the cadi 
er vean A lot ot these people. William I raker arid 
< i>nrad 1 1 all, w ere prukihh at least tony when they ovll 
s[.i c ted shooting at all. 

Amk When Wexler dun U7 *m Afraid of Virginia U W/, 
they lulled him a kid. and he was in his thirties. 

Todd ] ven Nevtof was over [hint wlieri he started work- 
inp with the Ness Wase- llirecton tend to he able to start 
younper I hart cameramen- Hlle it's nut ifuc any more. I 
rtiejEU someone like l aleh t Vw ha rie I Matted vers. very 
voting and he was instantly a star. 

Florence H kmld you ialk a hit about how some of these 
roles him hu ovt-dapf I was dunking hp! die see cion ot the 
Mini where Storajpn was talking about Hv Iasi tmprmr, 
and ihe 14 -se of colour lor trtsiaiHt- Who makes mule u| 
[how decisions, that green means 1 Ins or red means [bis? 
Is ie the l ineinaEoprapher. ihe director, ihe art director, the 
sc [ designer? Where do you stare nuking distinction* 
bttwttn ihese loin? 

] odd Well, Snifato is [he only une who wertl into i3u-vl‘ 
jvvurt ai such prea! krll^rh. and he was m ariiailaic alupui 
it. I'ru sure there wa^ a eollaboraliiMt beifw-evrt him and 
Bcrmluci. 1 

Sluart I'll is sshuli- idi-a ol basing a him h pis Lolottrs the 
s|.x:clrui1l m terms o! hi>w you orpniftC u, how s ou st nic 


lure ii. I til s.ufe was a decision thai had ru do «ii;]i 
Hcrlolucti; I nit rhe idea o t deal i rip witfi Mmwine s lite and 
then li^himp it m Ei-rrus ot die ddlercUE hues, so dial you 
ehangte eidoUfs to produce ,1 suh teKI rh*iE reatlv telh a 
ston-. more [ban ihe astii.il his[Hir> iiscli. He's um*|UC in 
l 1 l.il ssas. 

Amie: hut Ills whole descTipfion ol the sol out scheme 
nill y tarried throtiph [o .1 sefiaiu |iouit in the film. 

I ixld 3 think M s rare lhai you find a **\ tilmm.ikers 

chji aesteih isi/ed who art- piping 10 think I Klines iliroupji, 
Iti iliae extern. However, ihis ha% reminded IIK rhai |xr 
haps von odd find vijuiealerns in I IoIIvwimhJ musicals 
Hecause 1 ill ink d sou had a difee I or hki- Minnelli, lie 
would think al>HPU[ proprevsions i*\ Cohrtlf. eivoniinaiioll 
ol colours, artd so 011. And then UUi pet [hj-v ihinj^ widi 
Herl id lic s 1 ] ihink if we s.il and laSkcd about it we could 

probihly come up with .1 lew more examples, and I eh sure 
tfi.il evert rhnuph fie didn'l wufk in sohiur, soil Sicrnfxrp 
would have iSiouphl jUujE fabrics and lenses and. hphis 
and l he imerpUy of all these tastnirs - there s iUi J« Kilvi 
alxHU ir. Hlu 1 think it's a fate case. And 3 think someone 
like IWrtnlucci, to continue thai example, tends to work 
wuh the same designers all the lime - cairtcraniJri, sos- 
lume-desipneru produelkill devpner and so mi if pcfewihle- 
Arhi ihe ideal taw in a film ihai's that cornplicaied and 
that amhil iotis. is thai you £ei all thtwc’ |XMnple on board 
well in advance sip ch-U they can caElahoraic ami plan Exit 
these thinps. It s not the kind ol ihin^ yi>tl can do. il you 
pec your ninriev arid iwo weeks later V«UI have 10 start 
shooting. Htl l if sou re planning a |vrn ■pe'e l for years, you 
know die was f rederii-k E Imcs lalked al>HPtn N/ur Vthxf 
thev wet c able 10 trash ihroujji arid anieulaie and explore 
whaf thev (calls wrre hm»kinj; foi visually, and 111 nianv 
cases die result show-s on the screen. fViii n s a rare caw 
where soul I find it that deeply iJinpiijilic chmuph 

R it hard ’ I he I 'I he r di 1 Mj: you r til m seems to a rt ic ula Le . is 
dial the medium has k r u»fX A director s area, t mean, 
individual stare don't pel mentioned. Nobody talks ahoUE 
UphEinp Menl Mrecp. of anyth inp like I hat. It s workinp 
wash N co r s e s e or w 1 1 h Be r c oki c c j sir wo fit 1 it £ with 
( oppi i| a. Nohoch lalks ahoui working ill 4 pert re in 
wlii^h ihey specialise li seems io all lx peafed 10 the 
director... 

Stuart: 1 think rh.ll one of the interesting rhinpv abiui the 
cinenuloptaphcrs as thai, thev grow up with ihe Jireciors 
in many caws. Vou know . the relationship ptes way hatk 
witlv a lot n{ (fuse people even pilot in cheu own decisions 
id' career choices, and they rely on tfuc son of trust. 1 
think 1 hat v the ca&e with t imes, and Ehtkersori who 
worked with Spike l ee. S’hry grew up together in rslah 
I i sin ug their j.xisiiion 111 the medium BcrtuhlUi ll.is a 
unique kind of rapi^on lliat you can 1 have ssith tile staf. 
hut that y<iu cart have with the director and the c'ine- 
rtiaTugrapher. 
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Ami? 1 I Junk lhal -i 1m ot I fit 1 difrtti>u and liltmiatngrj 
phets .iff trying lu l>puk <nii of i lie- genre mould. Vmsese 
has Michael l hap man, and 1 liL'ii when In uses Mis fuel 
Italhaus hh |.4tvln Ivivjit Uw trims iliJItrr I mm lm mhrf 
film*, whkh is m Effecting, I ihmk ihry sometime* Humpm,- 

cmemJlLPgfJplle rv UP rhfV lJh nil C gr| pigtail -bihlird- r 3iL- V 

warn hi get dut fiMrfign look. or they w .mi to gn-i cK.ii ]«H*k 
chat their Mvi>riir dire* mi had like VE'nodv Allen and 
Bergman. 

I tun- m l- ] was wondering about some uJ rlu- Jiramu 
you K-N iiMT- E i h i iik vh iii mentioned Jordan ( Tonenwvih, 
Hue i'll 1 1 lIi hi i really uJk jIuplii Rulh- Vein, nr Michael 
< jmirm. 

Todd. VC Vll. hirdan t ronenweih, has a physical inifuir- 
nienl: he\ nil medical ion, jiilI had a wn hard ciriu' in 
the ink-rview We wanted io include the inten irw but 
tirully we d id n t bc-came lie didn'l want it included but we 
Mill pul in a clip from Hlade Runnrr jusl In %inuwl«l|^ 
it. Et |uM didn't prove possible in Ehai case, When we 
i rtlervirwed Vilnius /sigmond we talked .Li length aHuil 
(amino. hut somehow n dnin e In into die siruiEurc of 
die him, 

Robin Wood: hi Hfdt'trt ) (law cbere's lKji wonderful 
inaniiihffl iniu p*ld when ihcv are rolicrs-kanng. A magi 
cal went in the original version - i e V nut in chi- re-eu! u-r- 
uon- 

Yeluii Fhert jrc also ttHiif direvmrt whn ibn i like cu 
work witIi very strong mif man Pgra pliers. We IhpluhI iJi.it 
interesting. >pirlK , rg hir example. .ind some id the tslher 
directors. Because ihci warn ,l young cinematographer 
who chev cjii manipulate. 

Amir: We hjd an interview. a short interview with 
Spielberg where lie states ihai. And here we have Alan 
njviJU -md ITean ( Linde v. people who h.in worked wiih 
Kj n i jnd we couldn't exactly >av due Spielberg lud made 
this statement. 

I odd One pun I I make in at Icasl one K my cinema [og 
r.ipliv .irl isles is dial. die re Ale a lew directors, unhiding 
Kuliev StoEt. -md y»Mi IJlighl Mis I ode huhii Boorman imhI 
in hers, whn have visual Myles rhai Are mp srrHPiig, so pm- 
inumieil ihai n din^n't rcAlly miner who shimis ihrir 
Jilin n, Ins.iiisf i heir w«rk is going m sonse out h Hiking 
gtiMi anyw-jy, And diar Again, wnutd have bceo diHkuIr 

In fStpliPk unless V-mg I.LtkrLJ In cKnW ilinutHirs. IujI MII11C 

lJ i il-l 1 1 its j re c hi.ii si n ■ ng. 

Florence Ttuik an mrcrtMing piinc Ivrsaitsv \i \ su tdnt 

mis ui HstJK-y Sihpel’v rilnis, 

Kkhard. I lie iwo people who w orked with EVhnski 
t Full n Alonio and William I raki-rl tjlked About his strong 
visiuti. juel how ilu v were unprepared Kir whai he was 


doing. 1 lie exanifillcs i lies gAvc wen- nivsb dlust rated 
vs ei b the shfw yniu used, ["hcv tmth has? dus adniiration 
Kir KoUllvki s vLSLial - h kind hiE leaves lo in .ose of Ins 
‘.kills He knew whai he WAUted and whar lw- \umol was 
sc m mr h nig reaJFy gLK K [. Ec n-.iFh lud smtieihLiig gmug Fhu 
i! [ iliu-iiglii fhcV wc-re vrrv ArlivuLne and priMtsi- about 
how Polanski s mmjjIs wiprknl in n-ganl ro the 111111. 

Atiur r 3ns arriinlared wliai j i|intE<pr iUs, more ih,m .i 

IipE hpI ililes EhpEs lIhp. 

Ibihanl T hat swhav l nieam. l lu-h Iia*| a real eoinpre 
Hriuiiin lM why rhai worked. I'i was a Imp niic to hear them 
say ill .IE iniciallv ihev ilidu c uiulervcand whal was going 
on, b lle in hindsight they saw what Polanski wav a her and 
gave him credit for dial kind oE Awareness. 

Ho re me [ think von should have nieniiortrd Slernlwrg. 

I odd- It we Mart geicing mm tilms Ehai we hkeil m have 
had. 1 mean, lot out ow n saEislauioii. we vtm Id eavdv have 
hail a three or Nu.it hour ll I lit. 

Arnie to wppne i.iws we sshpliIi! li.ise eip lIihpm- j M-giiieni 
for a oiu niJE-pgrapher. and in Vilninps /sjgm«>rkj s vase, we 
dmiaghr Uif fiWI/n. \ftfftr was rv-wnoak 

Siudn One of du- dungs dial is tery nwltil in she him. 
w fi Ll h we wanted I mm ihe beginning, was to ill lisi rale lit 
lain rhings, I i kc.- Jkislong. davdor-nighc, and [he magn 
hiuu. or even deep Joluv. In die lllni. each one id (hew 
terms ls AciLulh' ih lisml. wiili illustration m a way iIiae 
i vail v Slavs with voli 

Richard When voli showed thal shtil horn f fifem tutnr, 
the extraordinary shot with the ihs.'ii locus. E was thinking 
how sontemporan film ^Jhh's tun nw deep Km up niueh 
1 )ul arivbodv actLialb hring up the qursdon ot deep bn. to? 
3 mean, ihe present day plmtogr a pliers? because n js 
s* mu thing Ehai veefiis to haw Ken loM in hi mini king 

Ami? I di Ml k i e would respilie eHc direvmr m know boss 
ti> three e a* N us more And 3 ilutik thars a Iipse jie ui die 
wav that it was done in J 'tustw Akwc. J saw f't*r / ttiir 
/-rftr* leiently, and n s incredible ilu- wav [he whole dung 
was l f i r l- l c l-c I , j [id Inlands work in ihai . 

lodd Yeah, because ic\ noi illm j mailer ol Ecehniiiue. 
Deep tin uses are easy to ac hiese now, w ith what they 
base, hue n all has eo L fo wuh your staging within ihe 
Jrame. And thai's whai s gone. And U also lias to do suth 
die lace ihac in black And w hite, you gel the separations ol 
rhv Masks and die sufiiio artd dir divEarut-s. tt htTras in 
hi’Ihioe. every di mg Lan kntLl ihI mesh EHPgeEhcf a IieeIv hit 
more, mi ilu- Lii-pih is ^H-rhaps mu as prorvounerd, unless 
you n-alh iiitdiigyndv m-c up ihe >hm 

Arnie 3 ilimk iHose- uuiterns have been ti-p'laic-Lj hv 
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trick v iiciJicain shnf*. Mislead of the actors moving. ihe 
iiiikTj movies. 

Smart hM iihejiui-. the long eight minute take that 
Opens / itr Pit ye r. 

Rubio l-nn i there a Very basic materia] fq JM.ni for using 
ibis t*H»r That nowjdav*, in order Bo recoup i tir* i r money 
film' hjs-c m he sold to video. and have m he mjM to ieic- 
VlsiEill. Affci! deep iucuM dnnfl I tonne JsrnPSs h pci iclcviiiaci. 
You have alt e hii-s- tlaf dunning. rvcryihiug has to look like 
j l,v. movie. 

TihIiI WelJ that has Us dn with another issue which 
didn't nuke il iflio I he film. bill was raised by Vikmo* 
/.signmnd. After having done Mi much disiigLiislied wide 
screen work, wills Omnia. All nun, Spielberg and othert. 
he said (after 7’icW Jttkr i. I believed ihat he was noi going 
to shoot in wide screen anymore, because he was lex! lip 
With vexing die films going to video and being, compro- 
mised visually. Now, [ base noticed however, thai J 
more films ate being shot wide screen, lei s uy I h is year 
and last year, than were hiring shot lhai way, vjy dure, 
lout nf live years ago. And 3 thmk it might have stimc- 
rfting fn do with i he Jack that I he work Ufl k preserved 
on las ct disc now. So it the cinematographers really *are, 
nil he MTtn thai way there, and il it Ml sis the film, then 
why not go ahead and use it. So Vilnius might change his 
rone- Thai wav t i hough l, a very significant comment - 
that hr | llsi woLildn i ihooi »u scope anymore - 

Stuart ] dunk also the deuce ut deep Ssklis gives the 
viewer a list more freedom in die frame, ihau what musf 
contemporary cinema is ahmil, which is to direct the view- 
er an a more ma 11 ipul alive way, for instance, through 
action sequence* - iFlormcc fane r editing) taster ed riling, 
and all ol I hat. 

Florence You have to allow lm longer lakes as well 

Ho h iii: Direcdv connecled with thai its ton mils ihe 
sleep tocuts. hilt ihe loss ut expressive uniitA movement, 
Nowadays when you get very sinking camera nmvcirk-im, 
il\ a hi C cit murt-avs. show-oil rhetoric, l ike die opening 
du >[* tif / hr Phyer and / fv Bonfire nf ;/<y l Attifm* 1 1 s 
saying "I h h pk. I can do ill is..." . Fhr kind ol thing you sc 

giPt 111 a film like Leitet Fmn rf*f ( Vhwiffl U'Wa m in 
f Jw f&i kfcti Moment i I flunk huniett liufiby should've 
been mentioned in there MUSVcwhcFC] is |use losl. h isn 1 
i here anymore. 

I odd I flunk w e Ye enicTesI ihe era ol promiscuous t,tm 
era movement Where it skies n i reallv mean anything. 

St 1,14ft lust as lung. is there s movement. 

Am ie Wefi. il yon compare die In rig MrJiikJm shot* in 
Ktgtrtjt flutter f irkk/ff/Lii. wonderful shots m an empty 


si rad ic am shut like the otic opening / he Honfirr of tiit 
Viinitin - ii has lo do with informal inn being directed. 

Stuart 3 was. reading this morning about Woody Allen s 
Id m. Hhihdnd j *Wfi Vl Vi-et where the camera movement* 
are so mierv ihaE fhrv had to put on the cans " 3 3irre c 
Nodi mg Wrong With Your Projector ", 

Richard Also. I clunk dm bring* up dips quotum of sjse- 
ual elliiU, Ijsi mghi at the screening. alEs-rwanls in ihe 
fpicsfioti/jiLswer cession, uimdody asked why you d:idn t 
include jny science -fiction films, l fimuioly they were 
t3l ill king of sjsrLial etlecis tilrn* in which the camera work 
W qjEcguri/ed as awe -in spit mg because it looks so real. 
This is another whole area. I hat has. ! Ehink. niutli diftet 
eFH ci>ncern*... 

Stuart. At t li al Is - . we’re seriutldy thinking aliout ftrllow ing 
thic with a work on special eftcti.s. Ii s a diHefellt kind of 
nunipublkm ol she image, thai need* a lot mcne etplana- 

I inn and rtumplrs. 

Horeoc r: 3 s that I hi cinemautgrapher s rf >le? 

Arnle: i >ISe (>ersHPis whom we interviewed who was hurt 
because we excluded him was Linwood I lull n, Hs‘ dis- 
cussed working with I ol and 111 i uizen h<tn*. and [ 
fhoughl his coniributkin would be a supplement m ihe 
to eg ] iiljnd sequence, but he went nsn >ih| pin about bis 
ide.o am! took a lot of credil lof A lm ut (hose shots. 

I I ]ore»k.r: II vour pan tier is dead. I gitess it s easy to take 
the credil- 3 Wc could has*e devdoprd due much turf her. 
bui there was no wav lo MIC hide Thai as a detail. Ie had !u 
be developed eihulIi more exleltsivelv and therefore, we 
1 1 ivi decided to ire Pl include IE at alJ. Rut he did explain 
hnw ^reg Eblaiiil niO tswpk it mp tar and he had to take 
over ai a ten .mi }^unE which m a hu ot cases, was pro] ia- 
hit true. 

Tndii And vA course there are cinenuiographert wlm ate 
spc'ciiically attracted fn that kind ol M i Eau. So MUtteare mm 
these lech ideal piohh-ms ami solving them and trickery 
and up 4PFi, and mhers are much nifvre into die purr at*- 
ihetics ol vising up and hghting shots, 

Stuarl Ii s ahmi lighi. which o really a theme ot this 
film, it\ HPpiiL al. ii s a difterenceol pmcevs. 

Rcibin: EV| like- to see a film about s%hjf h a\ Iwen I«pse. 
Abous deep focus and camera movement - which would 
hr wonderful in do. 

Amie Wdk like sbofUing under hpw light condi I ion v 
like ihe shfPt in ffv < rrrfpei Wrath. It was done without 
the benefit of fad film ami the deiai] in flic background ot 
that shot is more magical than some things thai are done 
mpwadavv undet the same condiiions. 
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Kithard I had |nsi hxD 7 At ( &mho rt-u nilv and 
struck h y i he oprnin| and die timing frequences. Ilir 

wonderful opening MrXjjUcrKe of Jean Wallace bring pur- 
sued down jr» alley U iu*T C% I raof dillary lo ks. I I s just 

Sluart 1 hafs the hlJ mi ch.u in dimly wanted. nnhodv 
cared ak me. 

MmJiI h»fui Alton is siiIJ alive, Me' s l )l nr 9 * wan* old. 
Me quil c i rkiii .1 tugr.i phv v r ears IE. ■ rclu&fs rill 

etll real lev to sp^ak. Allegedly Jit- s finishing an JUSiibinj'rj- 
phy wilh a young, guy who's helping him nut. bul he's 
refused all imitation* 10 film Icitivjli and 'IVlhiride tried 
m ger him numerous I lines. And he jusi w ill mif lx- imer 
viewed. Me went mm painting and he claims chat he s 
just IhtIt his imeteM in eitlcmjtfigfapiiy way behind. 

Richard When docs his career end? In the late Ws* 
early M)'s? 

Todd. Yeah. 

Sluarl When did ho hook aunt oui? 1 lie book is used 
by ms many people who have mentioned il. 

ludd It v rare - ii s the first hook tin cinematography arid 
il\ very expensive - the early Sil's I think. 

Arnie I he phmn we used was from the hook jacket. The 
Academy m I ..A. lud the packei bur not die lupok And 
dial's the only photograph I can lind nl him. 

Todd: Me even dropijxd (Hit til the AM 

Arnie 1 Me went on to do Ah Amfnnift *H P&Tty, and 
received ah llwar after .ill ihose film j ne^in. 

! mid: I here Mas a honk about ihr making of An 
Atnffictfn tn Pans, where thev goi everyone, except Alum, 

Richard h*ld. I post read your review n| Tf*r Pubfii f m 
You nuke an equal ion between ihe material and the khok 
ol a him. You're caving that die ill 111 has very gritty mare 
rial a I nl Howard h rank! in shut ir Him wadi a sen' elegani 
In h nk . Yhpii say dm is a problem, and since I have n"i seen 
the Him. I can I sav what I ill ink ahout it, I luw-csef 
Vorww, lor example, becomes very complicated I think 
in this May where something very violent or bmul is on 
die screen and he dlools il in jl very elegant manner so 
that you have this tension between the visuals and the 
material. dnl you verm to Ik- aligning a kind ol torre- 
xpundtiltc Ue^iJ like subpet I matter and ihe look of dir 
him. I m pijsr k, lu 11 nis why you make .1 big point ol thai. 
in If if Public tiff p ieCe, 

Tndd In [hr case hp| //sr Pubtfi hr, 3 juvl very strongly 
felt ihat the proper approach ro chat kind of material, 


would base been a sort of Sam I idler labluitl approach. 
Very much like what Michael \ ha pi nun saw a be il«i die 
shooting style ol Pttgtnfi Hull, ihai he ha\rd u a lot on 
Wtgef- And since die character in If ie Pubfif /'Vis t-sst-n 
dally Wrgee. ! thought ibat that kind ol 10 c you know 
dash bn lb appmac h. would base tteen really appropriate. 
Instead, it % chor in a very tool. bejiitilul stde. 3 1 bought 
ji lesiened the energy and the excitemeni of the FiJrn. 3i 
looked loo much like a lot ni m her films. It Icmikcd like 
ihe (.oen bn pi hers films, it U Hiked like any him shot in a 
studiis manner w tih pehul sellings. Sp dial was niy ]»unt 
in flv Pvhhf Prn and ceniinly, 3'ltl Very responsive r« - 
let's say. casting against type, when U Comes to the liwik of 
a 3 lb 1 1 and going again si genre convent io|M. Vi, 3 can err- 
lainlv see when a director h trying dni lliat. Eiiat there 
are irlstarn.es where I think n's simple inappropriate you 
luve to make divl inel kins lx"tWL*en an imppnipfiaie style 
and J UHcJligeridy countered style. 

Robin / i if fhtU'r**. 

Tndd Yeah 

Rnbin Ji would lie die supreme inslam.e 1 think. 

3 odd l-tighl Yeah. I agree 

Richard. 1 1 A a very interesting counter- point going on 
there - the lush nos srf ihe vi\uab. 

Todd You know, when Altman. Ill the early 13 's was 
breaking genre con veni ions, one film dial didn'i make it 
inio our liJm. which I find mill umulEIv one «l the ruo^t 
Marmilalmg is / far long Simply because die visu- 

al style in dial fiJm, i.s a visual oiritlaiive for life in I os 
Angeles. You never qnue know where v-him are 111 relation 
to aiiYlhiug else. ] lie pc j rs|X‘etive in voiir pcwpipon Is con 
stainlv kliauging. Ihe Lamera is CEunviantly on die llXiVi r . 
U s brilliant. Whedicr chev thought it fhotugh dial far 
illlellrctually. E don't realJv know, lioi Vilnius when we 
iniefsieWvd lum just said, 'Oh yeah, Airman pusi said. 3 
watll the camera ro never siop nxiving. And dial's up to 
you. So, that's a director giving a cinematographer ,i 
long leash, to do what he thinks is hesl lllldef die circurn- 
stances, under a general sec of guidelines ^X'heieas. r>thcT 
d ires lore -will sav exactly what thev wain. And d yoti warn 
m 1 Me a lot o| die Elriihh directors from I Vo id lean on 
up to Kid lev Scott, and EUhirman dlev a re very ipvifu 
ahoui whal they warn, and ihe cinematographer has vers 
hide irq>iEt except die precise lighting of ihe shot And I 
think dial s more exciting fur a cinematographer, il you 
can gel dial kind of leeway, it's great. 

Florence Who do you dunk «fcf as vonr aodiencel 

Arnie ^'ell. bawd on lavt nighl s rrceptiou, I feel, give 
die general audience a s haute lo we unueihing like- rhis. 
Ynu hear the word documentary and you get a prevon- 
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l fix i'll idea. and [ clunk ill is Him lift* rhai clum <p| the dm - 
laiin-murv, hy K-irtg h union pus, 3 >y ikpI having a narrator. 

^luarl. I ill ink also rJi.L[ n s j unique time in terms n] 4 hit 
kind ut litnv ■ Lritrrhiinttirw and oilier* which same 

oiil earlier - like rweiiEv years ago hefujt video cassettes 
available. And aim in ike pasi ten years, people base 
ftt'fl rt-idiiLJid in lilmmjkmp; in a way ihat ihn‘ hddrTl 
bdStfr, 

Arnie And k intrigues a lot of prop ft- because liny don't 
know about ihew til i ns, lit'LjuM" they don't get to scl- dum 
jr rev ival houses anymore, nohisdv n-lls them what eo rent 
ji die video store. WVre presenting these excerpts our of 
L Lintesi and lot visual purposes, and in j way it make* n a 
finFr route digestible in- the person who's nor ate ustiimed 
[ip seeing cliew lit ms. 

Richard [ think dm film is very good in ihar velise, 
k-uuse n s rkii academic. And Vet. Ms jioe superficial or 
glo**y, like I hit ' f fnterUittmem, Ihe res j nice balance 
ttrLikk between entertainment and learning. J think ihat s 
part ui whji c he and it use was responding in lavt night, 
lieu me they did fed they were being Healed serioLish r yet 
given a gi*>d rime, ft make?, you warn Eo go And sty one 
id these movies again..., I was i me reeled in the comments 
.il'mijt fJ\j the %/p| //rjflrf, a* being a very linely con Eroded 
him in lertru or colour and lighting. Perhaps there should 
he more of that m your fiJrn. Because wm kind ol besonie 
h lift’d into i he idea tft.il mane conicm|Torjfv s i ncmaiogr J 
pliers are drooling oft she soft and it's all kind ol‘ sponta- 
neous hut then von, realize that Mime oil these people are 
gist as soph rolled as the studio s inemalographcrrs were. 

I odd Well, ] think there are two strains ■, U tnajor inilu 
ernes in die latest * im-marngraphy. Onr Is obviously ihe 
hand held *t reel style. IhX'JIiw 4 hat's what's e4W m dm 
you rake a video earinTJ and run down die street and 
iJi.it S si||,n voli gel. I chink the other vtyft% and huh of 
these Styles art m reek videip-s. the other style is wn, sen 
vtyli/ed uniera «ork wiih you kuow t loii of different 
coloured lights, gds ami wetnf angles, and what you nughl 
s.i* is a diminution in .l wji of the highly tidimJ siudm 
hfHik. heeause they are working Within a studio and they 
an l rea i j 1 1 g curv el let I wilh lighting arid with solou^, A 
ku oE i hew people are liMiking ha L k at uJd films, ihr old 
musiLak or esptessnuiist fjftns hpj wftaiever. and iliev re 
trying tii re-sreait lliese things in vefv simplistis ways, 
Iftit J think still yimVc goi ih.it divergellte. ami what hap- 
is thai thew (H^npJe eventnalJk wnrk I heir w.n inio 
main si ream h inema and all these tilings smi or gel rcfim-d. 
And wfiar s ironic, is Ehal a lot id tfn- |;K'opk'L take Vilmips, 
Aigrnond arnf E as/lo Kovaes as eva tuples, f llev eame up 
working otii ppE din utne r»l .tries in Hungary, I mean thai's 
whal E hey es^apc-il, and I hen they Lame »ui and Efiei did 
sommers iaJs. inijnsiruk. aild exploiiaintfi films, and from 
a sireel esipleurai i^n srvle, iT you warn ro vail il thal. q>r a 
niofokvJe exploitation snle, within Ten yeafs iliev were 


doing high!) stylized MuJio work- Eas/ilo kovaes weUI up 
to do, you know, Ko-rih, .Wfo f<ir m si ante I 

mean its a big lump Inim Euy tiuhr to ,\>te York. A'rw 
\tnk\ and he did thai wuhipi a mum P of six or seven 
year*. And \ r ilmos /sigmond thr same thing. I ruin 
exploitation fllnu up |pi ihc kind oE work lie ilid on 
fffjirrt ^ r nftf. hu irisiailse, that is w fiat I mean b\ she 
kind il f refinement of rhe si vie* thai they will push 
rowanls omc ihey tomr oue ol this. Hui I dunk die hireep 
sule, lh pines mil til video, rmk video in paniiular, and 
diKuiiirnEanes Ist'LauM" u |h pe of people arr doing thai - 
and set, ihcfrs this uptru^ imn inwards the hugfih styli/sd 
fashion/honiinagf/ttnasieal/t lermari I- xprexsinnism eon 
know look at ihr Madimna vit,leos and slnff. E inean 
diey re all hybrids of sdd suadin siyles, Vi. I think vipu\c 
got those twin, those iwo traeks thai arc irillueniia) iupw. 

I lofcntc \k'hui ss as yiHir budget lor ibis filitif 

Lilian- < hit side at technology, the NHK pegs u tluse up 
heing one million fur rW pTojcxt wftieh indtkles p^t-pro- 
dkictinn, 

Florence Uc’s (but include vmir vt lanes r 

Stuart ! ^isJi I fiat includes posting mn ibe eipiifuiient 
and the- post- production and t*very thing which was given, 
nol in dollars hm cime. \tPitr I alls i rig three or four hull 
d red ilioLisand dollars in smfl 

I mid 3 bat s more nr less thr real soft tuf com. 3hu ihe 
riling is they hate tho lug [rtiLk that lias to go around, J 
kimf oE Lornpafe it, irlaHlx' unfairlv, tip the eirJv tlais ol 
sound. Betansr yott have this ciu pro mho, high del in it tun 
l fuck which has iu go with von even w|u r fe. Vt'e went to 
1 Itiest IfttkeTsuii s apailiTieul in bn^pklvn, fur instance, 
and tfie I nick has io sit outside aiul tafiEes lud tip run up 
Op (he second fftnir and llieri ihe icl hm k un* are all m ihis 
inisk wheeling theve dials and elect run h graphs and things 
and the Irvds base io Hr post ngfu \nj ihr% feallv do like 
EO Erl] SI 3 U how things arr sup^wised Eis he. You know, 
visually aiul what the imagr shoukl liHkk like aiul shp li,u 
ie s like earlv sipund. where you shsm id have eo push on 
ii-our ow n, to go Eieaond wJias eHc iccfiniciaiis sav vipu sail 
do 

Arnie And they pa* no j t Ee ru ii ■ i l in rht sound. 

Riihard \\ liu was ihr priklmcr ipI this film? I o whom 
were you acvonnrahle twf budgers a inf time whedules and 
all ihai? 

Arnie. Rts nulls tin- American I dm IrlMiluEe Jield the 
purse' le rings. And so 111114 h pif the- si oil vms J.ui.iEid I 
mean apart irom NHK A facilities - and 3 did I fie on-line 
in lokyo for die high definition version. Id I ol Angeles, 

I lit opnuJ hiJLtw-s ami die lafw an- tliMaaiing a kil of iheir 
imic and their dh-fi. 


y> 


f r tt ece mqn 


Sliiiirl J lit- l lip Lk-jUllLt - iIije\ li|> anJ amimJ .1 mil 

lion -tic 1 1 L+e s. 

I ImciiiL- liiai's what 1 wja wontkflllg IK* you pay for 
lhj[? 

Ariiic Onlv the |jhw<srlt 
Hi^reiKf I ImI s jou/irig. 

IihM hut ifo lljm hp! doing ^uii j dihiLtnk'ntjrv h n-jlh 
n^ihibiiiw nuw tl itm Jon I bw j ■sjKu.ii .irMl'i^vinfnc. 

E nu jn, Al l ha* Jtt arrangement Wittier whkh we arc Ml‘ 
to ttT thne Jifw. ] lie revelll ikKumcnian lhuIJ 

HPiikv be JhhH-. Ik-ullm 1 it WJI Jiint- m hoUMT tn turner 
Vvhivli m.viis .ill \houi film*. I w.rotL' .t lllflt i>n [‘rcslDii 
>iurgrs a ttiufik ui year* ag^ -mJ tbe to^L **\ Hi|w when we 
werU m Univcrul to gel ihf l^nmiiiittl film* whidi like) 
ovi fi now, jiuI t ox. w ,o ,klwi jstrumtilkjii AnJ h.ML.dh 
rliL’t tiin 1 wain lo Ik I’m pt hi- red , and lImi ■* whi they Yc 
I ,k ked the piee* up high. I Key have mi real iniereM in 
iIicm: kiiuh ol' filth* Hen ihoiigh. horn our |wil iJ 
view. filmnukehn M M|* protnou iftfir film* H vou 
make 4 film jbtxji Proum Sr urge*. |Kixpkr want to ^0 w 
I heir Ums. 

Sliurt A lot ol tile o^ipnin .ire KTiully making it hard- 
er. M( ^1/ Universal |Ti*id: i ohimbu) hah itlmJc a tko- 
muo tun to givr mil *lip* 10 anything ifon Jcmkl 1 eoflkt: up 
mi their label, ill .it 1 gel reb^l by ibeni. 

Todd i loldw-yu Sam Onldwyn won't let yon Ltw Jnv 
ihing. He won r even talk to yiHI- l olantl Worked bn 
him 4 lot. hiit fortunately there were enough non- 
■thiltlw vn film*, fi lli ii yoii lc 1 snick - sav you re doing 
William Wyler or vomelhiFkg. forget il - ytni're m* going 
eo he able m get tho™: ehjw. ]'lu-y ju-st Join want io hear 
about il. 


{■'drtvr i Sam 

1 hitrm ft ft ^ is now available on video .iml h^rdiiw . 
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The Politics of Modernity in Latin America: 
Memory, Nostalgia and Desire in 

%arroco 

by Zuzana M # Pick 

] 

Recent events ilk Mniu) indicate that LulhiilkTJlioiih >k ! ih hie nioderniLv .ire Mill 
v -did. especially tnr laiin America. I he 4-hiapjs revolt represents, in my view, a 
reminder hi F jii unresolved enniest between tradition and modernity The self-image 
nF Mrs Evti as a modern nation fashioned hv the Revolutionary Institutional Patty, 
revamped In j new class ot tedium rats and sold esi Mexicans, and the world, 
through a multi milliun dollar public relations campaign i\ being disputed- Ihe 
uumrn is tune again trapped in, wh.it Mexican sociologist and cultural critic Nesinr 
i r,irua t and ini b.is described, the incertitude ahmn ihe meaning and value ot 
niodemily, In the desire to Ik 1 tho rough k mi idem, Meuio has become .1 stage of an 
intense drama. Hegemonic ideas ot nation clash with the internal diversin ot the 
country pi e dung the indigenous people against the state In an extraordinary .us of 
ddi.true. (he revindication of ihe landless peasants of t hiapas represent one — aim mi; 
many forms ol res i stance h\ marginalised groups in Linn America against Transna- 
tional agendas id economic global i/ati on. 

litirracw (Baroque (.oncerig directed by the Mexican filmmaker Paul E .cd uc in 
JdKd, is inspired hv a novella b\ the <. aikui nuisicidopxt. writer and diplomat ■■Viejo 
t .arpenrirr e mi ded fiiruyur t mnrrt and published in Id^tv, (his mu It i* Faceted and 
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innovative him can Ik i examined from the perspective of the SHU years* and the 
debates a found the (lulLimhiill enurpriMr in the A nierte as. It llhjU Ik 1 se.’l; n ,m 
part nf a roiMoniiit historical tendency in Ijiirt American cinema thai includes 
hints Midi 2s HnU' Irfsiy U ^ .1 /]■ IrtmUmtln (Nelson Pereira do* Santos, 

Brazil hr n, Iht Holy OffitY (Arruro Ripstein. Mexico 1*^"), /!w^jc dwwrf# 
(Pcdvriin Ci.ireiJ (Pcru/l tiba V^K4), A Wiv A/hWp (tiabriel Rete^, Maun 
l l >H7, re I e Used, til lOTlJI, Cdhjui de ^ (Mt^ku. i'Mlh Jmt& (J uis AllKrrui 
I lamaiu Venezuela 1WI), arid Ijt f mz M Strr (Patricio (iu/mjii. t hile/Npain 
1 ‘ l 1 } J ) . A lief alf Riirtiiitf wjv Hi- pmjilti'd by Spanish television ^rul the 
QmrKenientli.il Project. Instead. I Kill associate [he modernist strategies of this 
him tn a politics til modernity. In the extent that Hitrrttfo re- imagines the 
SOUTecs and boundaries of E.anil American fepreseiir jlitm H dux 
projcel also tits into ihe contemporary dynamics of ail tun! memory. 


The Politics of 

Modernity 


The incertitude ahoui the meaning and the value of modernity 
derives not only from what separates nations, ethnicities and 
classes, hul from the sue io-c ullural imping) in which [he tradi- 
tional and the mndern intersed. 

Neslor (ijrdj taiuliniJ 


T o begin with, it may Ik- useful to clarify' what I mean by modern tty, c^pe- 
t i.dly because ol [lie iKtulur t ha fatter dui modernity has taken in I he 
lii&tuncal arid geographical area rhat we have chosen ro ^all E at in America. 

When l a tin American cultural critics use the term modernity, diey do not 
automatic AU associate social modernization and cultural modern i tin. f or 
I hem. the term nwdcriiiiy acknowledges the contradictory cffccix of modern ■ 
i/.n ion , [progress and development, and the existence of, what (Tarda ( dnclini 
h.i> termed. a miiliMcrnporal heterogeneity. 

“ I his heterageneiiy. resulting from the LOcxisreiKC uf •.uliui.il forma 
Emris that originated in different eras, favours the tyfies of cnws-fertil- 
i/.ilion ai id livhr idi/attnil lh.Lt slimv Lip 111 J .mil A merit an.,, pr.it Use's 
wti h greater uncus ov than in the nieimpili^ r 

111 is Ml Lilli temporal heterogeneity recognizes, fot instance, the koexisfence ot 
traditional and avant-garde. popular and high an, Uhc.il and the foreign, arte 
valid and industrial practices not only in terms ot product m-lt k hut jko of cir- 
c illation and consumption. Hence, die term modernity represents neither a 
break from (he past nor a new way of describing and categorizing ihe present; in Mead it re articulates tlie 
process whereby fusioiic.il and cultural format toils mediate and condition u^iK'nipiriltiuEy, 

t >ne of i be peculiarities of I Jt in American modernity Jits in die emphasis placed oil cultural memory. for 
l be t iolurnhiau sEh.iologisi Jesus Martin-Barbcfo. "cultural memory has nothing to do with nostalgia: its 
function in i he com muni ty is not eu talk ahum die past Suit to give conhiHUiy io ibe ongoing construction of 
CL .IWi ive ideniiEy. 1 i. lj I Jurat memory exceeds a cumulative user-value function; u is processual ainl produc- 
tive, it filters, charges and empowers shaping a dialectic mf'perrn.LneiKc and change, resistancL- and exchange. 

Another pecuharhy of l^tin Aotctican m^nk roity resides ui the significance of history'. I rani the genocide 
of iiidigciK>us pLipuliiitMis, i he enslavement and IiulcJ i elm at inn of African fx>[ujtji khis. .md die massive 
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immigrations of I umpcans initiated an l-1 4 >2 to the 
present day, Latin America has been profoundly 
jDvud by il\L r ailonijl and posi-cofonial experience, 

[ I elite, the process ml rm derm tv is mm seen as hav- 
ing si ripp’d tlie past i it its "functional continuity, 
but, as [he Argentine cultural critic Hearn/ Safin 
writes, his inn" has tH.cn Sedunuionjlrntd". it has 
been "given particular lorms in the reading and 
imaginary raiipenw ot a culturcr.,."'* rhe avant- 
garde inovcnicni that emerged in t uba hanlly two 
decades after Independence, for instance, played a 
decisive role in die re assess men < of Black history. 
Afm-Uuhinism in the 1920$ rep resen led a radical 
break. U served as a puinr t>f origin for modern tfts- 
c l iry , and became a different way ol imagining how 
coliural practices bad fsee n shape! by ihe heritage id 
slavery Jin! rebellion. 

This re-funcl ion j I i/a £ ion of history ears also he 
loLiiid. as E have argued mi ihe book /j/f Nric l -a fin 
Awrrictiri f.'inetml: A Cflnthinitdl Prirjat, in tile tdfd 
of lj[in America: a rnodernivi consrruet that refers 
to the political and cultural specificity ot ihe geo- 
graphic area that extends from the Rio Urande to 
Tierra del 1’Licgn. Although the lernt lauin America 
originated in rhe coutexi of French foreign policy ill 
the 1 ftSih Eo designate the territory colon i/ed by 
Spain and Portugal (including the French and 
|- nglish-speaking Caribbean). I atm Americans 
adopted the term as pan ol a tontincrnal political 
argument and used it eh promote solidarity and 
mutual support against neo-colonial exploitation. 

I n im a cult li ra I pets f>c-c l ive , this s a pra - na t tonal 
idea may tie seen as somewhat problematic because 
ic brings together diverse fMipuliiions with differing 
ail i Lira I histories and i fad it ions. Yei, as a unity with- 
in iiuvniiy. this idea has served, at the outset anti in 
rhe early pan of this century, to question the pisi- 
hum utopias of progress put forward hy the nation- 
states dial emerged in the wake of the civil wars of 
ihe post -independence period- Later, and leading to 
ihe presents this idea has served To problematic 
homogeneous mu ion sot nationaluv and idemiiy. 

This idea is also proton ndly linked eo modernity 
as a sovereign project nf autonomy and self-deietnft 
nation. Ihe idea of I a tin America, and rhe mean- 
ings associated wiili ii, is more eIi.iii simply a myth 
or an miopia, h is a discursive formation whereby rhe 
history and the imagination ot a continent c .1 n be 
reclaimed. Noi always as a commanding paradigm, 
hut often as .ui assertive impulse, lifts idea ot Latin 
America has fuel kcl some of the richest and most 
exciting artist it practices emerging from the region. 


t >ne vs j ti 1 pie 1 p! 1 1 ie p iw c rf 11 1 ef its, t of 1 h is i de.i can 
tn- found in but more about this film later. 

Another example are ihe pa in tinge ot the Uruguayan 
.artist f os c iiimarra. As art historian* Or i ana 
EUddelcy and Valeria Fraser point out, has work 
* combine* an idea! image of the tropic a! 1 at in 
American landscape with an acute awareness of the 
irony of the parallel history of conquest, colon i/a- 
tion and apknldiimi 'sce within the luxurious 
jungle vegetal ion are liny figures oE people and 
objects, sometimes narrating an on. idem tike the 
beheading of a min in "From ihe Scries of Mashed 
Aggressions" f painted in L9!H), which refers to the 
rape and murder of American nuns hy the 
Salvadorean army in 1980. In this painting* the 
tropical fores 1 is invoked rimuhaneuiiily as a mythi- 
cal and actual place, the sue upon which Lurope 
imagined the Americas and ihe place where Larin 
America's violent history is vi ill being played out. 

Linn American kuhural practices have assumed 
history and envisioned the future in a layering of 
regional specifkitirv and through narrative negotia- 
tions of nation , Jjss. race (of which rhe exclusion of 
native American and African populations cannot be 
overlooked) and gender. In this process, the search 
tor means of representing national and continental 
realities, collective and individual identities, is the 
keyword thai best characterizes the creative and 
political projects that have emerged in Latin 
America. Based on a sense of shared destiny and 
common identity, Larin Americans have endowed 
iheniselvcs with a “grand historical narrative’' that, 
as the literary critit. Ucrald Martin writes, "is the 
comincnTs dominant sell- interpretation. '' This 
commensal identity has permhted I .at in Americans 
1 o move beyond the strict fomtubries of the nation 
a I , and produce a sense eiI shared com mu n fly that 
recognizes itself within interregional (and < ill ra re- 
gional) variations, countering state- defined alle- 
giances an J ditferc rices. 

halt lief more, in view of ihe major role played by 
the mass media m the modernizing agendas of 
nation-states and (he pressures ol the global market - 
pLut\ modernity is understood js a still -open 
process, unfinished aiul yei-to-bc constructed, hut 
soil uiuetiain and even unpredictable. Motivated by 
criticism, free expression and tolerance, the pro jeer 
of modern if v f political, social and cultural) is viewed 
by Mexicali critic (idrlos Monshais as a liberating 
agency. This .i.sp-ci is crucial bee a Lise "to radkuli/e 
the project of modernity,” in tbreia ('and ini's 
words, “is to intensify and renew the inccnimde. to 
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l reate new possibilities so that nmJvr n its can he 
always wimething else and something morc/' K 

] ri many Ways, Armitv «n be seen as a symptom 
o| 1 he tttffniiudr of Latin American mod emit v. 
\\ ith ii v imsigiiiJiidy mcta'hiHnriul treatment and 
transgressive construction nt d es i re , (itirrmn s h .1 
nuny characteristic s ol I jilii America's "nusttt 
(modernist) narrative T ft celebrates syncretism. the 
tiLlcnr.il cm vi Icrrili/jihiii ol i hi_- Old ^orltl and the 
New World, and juiKtaposcs high culture and popu- 
lar art, indigenous, Atro-t -arihhean and Elnropcan 
music and dance, \ i t, ilu- him mtL io cimtieii iisclf 
in the multi -temporal realities erf contemporary 
Latin American evp-ricucc* and in particular with 
the cross-cu I rural (enures of Caribbean popular 
musk. 

History and 

Imagination 

The simultaneous crisis of modernity 
and traditions. of its Imtonu! alliance t 
ushers a postmodern problematic (nor a 
stage) i ll I lie sense that I lie modern 
explodes and blends with what is not, ii 
is affirmed and tliicussd concurrent- 
ly..., An i sts practice with advanced 
technologies and. at the same time. 

1 1. h i k hack m sears It ol a historical den- 
sity or ,l stimulus m imagine. 

Nestor < i.ircia < 'and ini 4 

As mentioned earlier, ihirmca is inspired bv the 
t arpentier novella but is not a literary adaptation. 

E be novel L is oiilv a source that opera Ecs alongside a 
diverse range ol represent at to ns and pract ices* eo 
inlorm this multi-bvered film. Vet. rfiis allusion to 
Carpeutier'v work indicate* [lie appmprui inn ol a 
high modernist tradition, and a canon i/cd literary 
muvemcm, usually linked to the term rnagkal rrai- 
rsw. These appropriations validate the film's asam- 
gardf project, and certainly inflnern.ed (.o-produc 
non arrangements, as well as the circulation of 
liimut* as .m “art him.'’ ^ lh In the Iasi decade, eco- 
nomic ditfk Lillies have constrained Latin American 
filmmaker* io search for international financing, 
ulten opting for I i reran adapt a i unis to guarantee 
monetary ret urn * distribution and marketability. 11 
3 he rivkv are great because, as him critic IT Ruby 


Kith has | Pointed out, "the sen- real heterogeneity 
[has has always nude up ‘l.aitti America' itsell a 
near-Ik Oonal construct [couldj vanish under the 
Imnmgciicirv of brand- name magical realism living a 
mu] t in a e up na I ban lie r. " I 

I he plot of Rjrr&itt centers around a prosperous 
man (Roberto Sosa) who. with his black servant 
( Km esc ii < ionic-/ t rnrj. 1 ravels I torn Mexico to 
i as ha. and then to Spain and Italy, By the end ol die 
film, five centuries of history and music have unrav- 
elled Ixdore flis (and our) eyes. 1 1 trough spatial a ns. I 
temporal shifts, the film rec harts some oE" the narra- 
Eives through whidi I .mu American, t Caribbean and 
Spanish cultural identities have been const iiuied. 
Thus reference is made to the conquest in the 
Mexican sequences , up slavery and rebellion in the 
( uban sequences, ansi to the Kcconquista and tlu- 
( ivtl War in the Spanish sequence*. All these inci- 
dents arc staged as interrelated, yet autonomous* 
narrative and musical tableaux. I he characters ol du- 
ll Ini remain nameless but their idemmes are explicit - 
ly defined by race., class and gender, and their tela 
Monships patterned according to historical and Ii rer- 
an 1 typologies, 1 hese typological alligation* are har- 
dier enhanced hv having actors play similar roles in 
dillerent historical period* as is the case with the 
Spanish actors Angela Molina and Francisco RahaL 
But these lypilogic* are undermined in the case 
o| the two main characters. Hie black servant who is 
proeOled as a concierge, later become* an accom- 
plice and a friend to his roaster. At die end of the 


1 Hejoi/ Sarin "Mwlcinirv .nnJ t uliuul ,Vliouir. I In- (jw iJ 
WufiUii \ut‘. ink ] i kli n Km^r Mia M l^pcr and Manuel 
Alvarado ■.ch .IJMatrvf f am U **rU* f Wmmia tmvHntm ttt 
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Ill in . il ie irjdiiiori.il master servant relationship ha* 
Iwo recast; i he servant h as become jh equal, and 
Il'JVcs the tlU.stc-T behind ill lairopc. 1 El 1 returns hv 
airplane to i iih.i Hie in,hrtT U a N pa nurd who lives 
in Mv*ko. Although he 1 1 h i k -s 1 1 k l j nji'ifiztt, lie un 
\h- identified like die .lI llue-nc im.iei in l 'irpeti tier's 
novella — .it an /w/jujju. J he /nr/tijiffl it a i nil n ion a l 
that j tier ill colonial ii a r I - a 1 1 ves who in use decide 
between Spain .iml America. \ Sc has appropriated an 
exotic t mI i life 1 , hm re 11 mi ns .1 loreigner in the eves oi 
I an ope. Racially connected in the Spinal i A met it jii 
trial /rf. 1 he iden city of the hidiatw in Htirrttm it 
111 irked hy becoming- Noe yn Aiiktiljo hut no 
longer Lumped 11. fie occupies ari indcEeminuEe sub- 
altern spite, exiled Irimi represent.*! hhi- I hat indelT 
niie and fragmentary identity it visually rendered in 
t he film. 

Rirr&ca begins, as [lie huiutur readies In in sell to 
leave. It is dawn and die sun rise* over .1 Mexican 
hacienda. He medi Idles* smokes and drinks m ,1 
room-full of opulent objects. There are It Luts, jewels, 
hooks and musical insi rumen is. A11 Aries head-dress 
nude out of leathers and ,1 mo re ol ’‘Motle/unia: 
SrortJ per MusiejT occupy ,l prominent place. These 
objects are set in the loregruund of the frame, and 
arranged in a stih-lilc manner, Es ii a hoary* j irei- 
s li re o r .1 ct s I lee t n in r Eh i fie ludt^na .1 p I li 11 derer . .1 
pi rile l u in amateur ol 1 hue .1 rl r J fnt di>plav con- 
jures 1 lie picturesque exoticism of colonialism:; ii is .l 
ijs ish spectacle ol pfimiiivism and alterity, At the 
time t»nu% llns exhibit alludes 1 o [lie multil.ii rout 
icMnugriphic tradition upon w Imli artists in the 
Amerii.it fuse drawn lor inspiration ret idling the 
nth history of Latin American visual arcs. 

Always returning to the set of she opening 
sequence*, the plots circularity establishes t fie |our- 
ney as a nuia liistonc.il narrative. I fie lavish ami 
baroque m ite-e ri - scene, with act highly- coded 
imagery, makes apparent I fie cipliL loosiless ol llns 
journey and desuthli/,cs e he epic dimensions ol his 
lorual representation. Actual and legJChdarv l’ pi sods s 
ol \ meric an land Spanish J history are re envisioned 
1 h rough r ho fndmffti't gaze and mediated by the 
camera s pi mil oi nets. As [Ik- hnihint* olm n es ifie 
events, arid w. j es himself acting In iliem as a young 
man (played fn Afltedo Pedro), he lies o oies the pas 
site or performing agent of different episodes uf ihe 
film. I he p n A i fe ra 1 in 1 ri of nnr mrs a i ul w 1 ruin m s ( t h .1 i 
function as le llec five suffices and visual bar Tiers) 
d rases attention io the regulating furies ion of ihe 
ga/e., All hough 1 h ts ga/e K’loligs to ihe frttfhitttK the 
spectator becomes ail accomplice to its narcissistic 


voicntitm. Moicos el . and ih rough ihe ga/e. liarnk'o 
sirt^sc-fc ihe shifting ptweer land burden) o| repre'sen- 
tai ioo, st fide its tell- ref Is'xive ieiolEc ruist mods' 
emphasizes allegory. 

A ns h o r v d 1 ri t h e u n re I e ei 1 1 rl g, a n d so m e 1 1 me s 
complex » 1110 v emeu 1 of the camera, the gaze re 
enacts a historical scenario id appropriation ansi 
e xl I u \ u 1 n vs h e re b'L’ 1 h v’ ide ei 1 1 1 v of 1 he A m e r tc a s, 
interned bt I uropc. is Lonsundy re wriEien. 1 his 
economy ot nostalgia and desire sel up hv the 
/ 1 til id Ho j g.i/t" .is. 1 1% .lEcc .1 Eorrn ol spice lai 1 nr si lip that 
engage us as imaginary and fmiork.il agents of rep- 
resent adorn As rn l edl-ie s previous 1 1 1 111 E f m rfrtti: 
X titufith'M i'it'tt. l 4 ) 82 l. camera movemeru and stag- 
ing signal chat dim es a performative and alVective 
iiiediorm 

In ihiv con 1 ex e, Hturtnv represents a turther step 
iri a tvnewed a va til -garde project tfut abandons old 
dichotomies old and new, foreign and national 
lor a diderent wav of artkulating the place i>l aes- 
iheihic ptactice in everyday lilc. Vei, its experimental 
mode distinguishes this film from most of the pro- 
duction associated lo the New E aim American 
C inema, It seeks 10 make new uumections fvetween 
high an and popular culm re. imaging j new space 
tor htsioikal representation vs h lie draw ing oil cori- 
textually sjHcilk all ilia cions between music, perlor 
man*, c and cull oral memory. A staunchly indepen- 
dent p r 1. kins c r/di e ec to t . in a cuumiy where lew film- 
makers % an afford working outside of eslablished 
film policies a 111! without f Iiiaiu lal support from 
mainsiream agencies. Ecduc has certainly rakets a 
risk with this eclectic film. Straying away from 
genetic lotni illations, and exploring a Lfossovct 
he t w ee 1 1 liter.ifurc . film and musk. Biirwttt re-ameu 
kites a he man vc traditions wit Inn modern it y Ie 
endorses a ptvlitics oi " recon vers ion . which in 
liarcia t anclims terms, recognizes that "through 
cultural e\L lunge. We I at in AitlemansJ are making 
[he rnti^E ol whit we have and are trying 10 say 
sonunhiiig mote or different. ' * 

The Aesthetics of 

Performance 

But now they all exploded behind 
I on is Armstrong's Erumpci. 1 fi a glori- 
ous jamming of “I C an t (live Vou 
Viivihmg Ebn I live . Halu wilfi da/ 
zling variirtons a new baroque con 
verso into which, dropping through ihe 
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skylight hy martcloio lurtruiy, there 
blendcd the hours rung out by the 
Moors of the Orologiu ] ower 

A3^jo Cjr i^-iii i rr. littrwft/f i {ijfttrL ' 1 

While retaining nn»M of I lie basic plot nil us 
ss nine, Paul 1 .educ s 111 in deviates from the standard 
approach i<> literary works. fiarrmu is .1 film without 
dialogue, and is M rue 1 11 red mm distinct sections 
named alter the classical movements in music umt- 
[Hwiiion. I he film Jcfx ndt on chorciPj'Mphy For nar- 
Mine coherence, on ellipsis and expression rather 
ih.iii classical tommuity editing and tlijf.iL ter mon 
vat tori. Through (his experimental mode, the story 
iil H arrant unfolds in musical tableaux, wnmtth.it 
like ihe btg ruimhcn in a hhiml.iI show. Vet. these 
tableaux have a distinct narrative function, Rather 
than interrupting nr fracturing 114 native progression, 
these mus 1 cal sequences organ ize she protagonists 
spat i.il and temporal journey. I he highly ended 
choreography of these tableaux cuEtnccix the charac- 
ters a ltd settings* in the affective manner of music 
videos. I wall return to this idea later. 

I hk aesthetic treat men 1 open* cinematic repre- 
sentation to various expressive registers (musk* 
dance, pcribrniancc T carnival and circus) and a vari- 
ety 1 pI sou ric* (cl jhsil at , popular, European. Atru- 
t aribbc.m). In doing so. Harrarn operates freely 
across ,i variety of i*, 1 normative .old representational 
praetkes. Hii* nmlii ie duality i-* heightened hy the 
film s elaborate niise-en- scene atul. as pi panted out 
Crl rl HT . b S ECO in Sg r J pll 1C L 1 I J I LO ITS . 1 i Hlg E mc king 
shots along cleg.ii 1 [ sets and natural locations expose 
unexpected punts of view, ami produce .1 spectacu- 
lar, exotic -looking theatricality, I he settings — Maya 
ruin* ( Yucatan h Moorish alcazars (t .ordohiK pla/as. 
churches, palates and discotheques 1 l In ana. 
Mexico, Venice, Madrid) and the temporal and 
spatial displacements, obsessively enacted through 
the Iftdirtiiu't voyeuristic g.L/c. serve io re- visualize 
history. 

Ihe imaginary journey of the htdiam is ptimarib 
a celebration of popular mu ■sic. a inp across a sound - 
scape where rhyihtns are combined, appropriated 
and fused into new hybrid forms. trad lEional and 
coiiiempHaty renditions of songs and dances high 
light the syncretic features ol Afro-American expres- 
sions. I his is particularly obvious in a tableau, set m 
in elegant colonial salon* which re-stages the histon 
L, a I 1 rjuMiiuE JMons .Li id [lie hybrid genealogy ol the 
m jm. the backbone of modern <. ! Lilian dance music. 

I h rough musical subs! nut inns, a classical rendi- 


tion of Rossini's "Barber ol Seville is melodicallv 
enriched by a rumba *T3 harbem de Sei ilia toco ss 
volv iii " and a gKajpuincd “Bat hero t ..iravali inter 
p re t ed re sp e*. 1 1 v el v b v c h e 1 1 1 c li e si r a K e s e .1 ri <\ 
litrii|ue Ik it lie and his group of drum players. E lie 
baht drums (reconstructed m the slave quiners nil 
the 1 S pa n ish ( "a r ihliea n \, the At rt >- i a r i bbea n pc tc mis- 
sion instruments (cowbells, guirtth tftitfttdiii ) 

seusuali/e the an Fine texture of she f.uropejm instni- 
meiiEs. E'liis tableau breaks down the sotial turners 
between white and black music est .1 til is! ling the rdi 
giotis rwtls ot Afftt-C .uban dancing styles. It brings 
[ogether ritual and sexular cdebratiuiis: nint*ria fa 
Voruha-dcTived religion siill widely ptaciiced by 
{'ubans ol African heritage) and carnival, h also 
highlights [he cross -cult oral exchanges through 
which modern Atm A biban dance music has 
evolved. 3 tie f-reneh iOfllfort W carruvali/ed i El to a 
Zip mbit frartiThf ( b rough e to i. . li ba by H a i 1 i a n slaves 
and runaways), ihe eeizi^u mutates into a and 

a gnar\h ba, iis modern esjuivalent. 

I be choreographies, through which the popular 
culture of the Americas is rep rc^sen ted, emphasise t he 
body. Male and female* Indian, European and 
African, the performing tH*dv is the site upon which 
otherness and syncretism are w ritten. The costumes, 
wigs, masks and Itody painting draw- upon [rad it ions 
ol carnival where masquerade refers Svoth to ihe drt-ss 
and the identities represented hy e 3 ic dress. In ihW 
proee-vs, the Liross and trails cuhural identities ol the 
Americas are lei ish i zed. iheir desire imagined Esue 
simultaneously denied- There is something war- 
iriofis 11 1 this representation inasmuch as it stages the 
desire to ah<ihsh the disuote tvetw-eeii the sell and 
the other. Here I using the term marvelous to 
describe- as in z\lejo T.irpentier’s prologue in the 
kitt^fbtw trf tint World ( f 4 )46) - -that special Form ol 
American consciousness [hat assumes history .is an 
experience oi utopia. 

^'ec, &9rrfHa probltmati^es tile alterity of the mar- 
velous, and the moment in which the Old World 
u rites on the 3 Midi' ol the New World its own histo- 
ry, during the sequences in Venice and through ihe 
stagi tig of Vivaldi' s opera SUmtrzama, a rarely per 
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Inrrned "lintjw" which is a ho .i key episode in Lilt 
n ov rlli m .irking i ht f tidia ua > riiaiiim of ill e 
Eurocentric vision of the Americas, I his is the 
moment w 1 1 L 3 l I hr /Ns/nriirt realizes tli.iE hr is all 
Auhtiljik iiii[ .i huropcan. and that the culiEir.il 
w l’.l I [ 1 1 and i r.igiL hklmy tel I fat Americas lias Isvcii 
appropriated (like the spoils ol wari by .in en light 
cried I uropc. A-n in the Itlm, the opera .iIkhu 

Eht corupleM nl Mexico hlLiuh baroque elements 
and lulk ire in .l burlcscfuc display ol exoticism. I he 
crn^-drc^«i performers, the papier-mache orna- 
ments and [lit colon red-smoke rrivjJi/c ifv.it derive 
moment of origin. and showdown between the con- 
queror and the conquered as dc- legitimized. 

Baroque Utopias and 

Transculturation 

What wjs our place in the world: To 
wfaoni did we owe j] I eg 1 .1 rite) Dill 
I uropc j it fathers? Our ijueehui, 

Maya- Aztec or t'hibcha mothers? To 
whom should we pray, the Jtlcietu gids 
or i he new one's? Whir language would 
we speak, the language til tfir con- 
quered oi th.ii ot i he conquerors? i he 
haoHpic ot the New World addressed 
jIE these questions. |...) 1 lie baroque 
was .i shifting an. akin to j mirror in 
which we see our constantly changing 
identity. 

t larlos I iientcs. 

A i first view, [hr aesthetics ol si ream 

from practices which propose to explore ,i collective 
psvi.be »l I a Mn A mem a. Multi-ethnic or MCj £iZ 4 f* 
syncretic .irul polyrhyriimic. this psyche is saturated 
by dialogical and j symmetrical messages, 1 fus film 
presumes t he jmssibihlV ol representing, as suggested 
by i "arlos Fuentes. the identity ol Americas as a 
"lujnetl iniimr . .l letles I i ve she, i. Jr nival i Zed! .md 
apocalyptic. In a sense, the style ol this baroque, 
exotic .nid spetlJsLllar (.and dare I say, (Tost -modern! 
film presumes ihe still unresolved puzzle haunting 
Latin American cultural prjkin.es. 

\\ h ile informed by [fit differing means bv whkli 
historical and cultural identities hive been con- 
structed* Bitrrmtr jIso draws upon sfie concept ol 
i ransculturation. Origin, ill v coined bv the <‘uban 
anthropologist, anti promoter ol Afro-l’ub.ln isnl , 
her ii .in do Ortiz in ihe l L Hfk, and Liter used bv the 


l J rugiiay am ernic Angel Kama in the I 97 (b, this 
term describes the lirerars and ciiltiir.it specificity ot 
] at in \mvrikJn praL.liL.cs. 1 1 is Used to explain the 
productive, yet destructive and unequal, exchanges 
between New World and Old World cultures,, high 
art and popular art which are the Latin American 
responses to modernity and postmodern ky. 

In this l ross-lcrl lIizjI ton. or mnfr&tfr* is 

predominantly musical. Hv bringing rogrther musi- 
eal expressions and dance Myles. 0 celebrates the 
African mots of the Sp.mich <L .jribbean imagining ,i 
community that can claim citizenship through bor- 
rowing and exchange. In this manner, the him rep- 
resents the affective sources of cultural identity and. 
through ihe mise-ensceiie. localizes, them xirmlkanc- 
oiisb in [lie landscapes ami bodies ot at tors, dancers 
and singers. Vet, through the symbolic and erotic 
charge ol the mi xc-cn- scene, this match 4 1 tty shifts 
bet weeu metaphor and metonymy, between the idea 
of I .-it in America, as a discourse, arid across the 
expressive anti aflestive materiality of vernacular 
rhythms, choreography and performance, 

Although the film has been described by |ohn 
king as ,i rewriting of o|K r ra, I prefer to associate its 
strategies m the music video. Musk video is cir- 
culated in I atm America hv iranifiational recording 
companies arid primarily distributed by television 
cable companies, While most local ly-produced 
i n os k v id cos i nc 1 ode rth k hut *m j i id pip t>.i 1 1 ad s . 
other hums ot music have had limited exposure 
because independent rectirding com|ianies cannot 
a Kurd expensive promotion campaigns. I he nuiii 
venues for the ilisinbulioo and cireulaiion t>f sb liv- 
ing music, rap and folk are still music programmes 
on rdc'vtsion, raditv. live performance t concerts, bars, 
dancing halls or street events eisette recordings, and 
music sheets,. 1 ^ iih the globalization ot cultural 
industries, l at in American popular music no longer 
inhabits a traditional space, arid audiences are 
expanding in spile ot p rival tzathm and market pres- 
sures. As { i.ircia t. jiil Iiiil writes in ( .u/ihri Jb hikri<La: 

Instead of the death t>f traditional cul- 
tural forms, See now discover that tl.idi 
lion is in transition and articulated to 
modern processes, Reconversion pro- 
lotigv their existence. ...to reconvert 
cultural capital means to transler sym 
Imlii patrimony from one site to anoth 
er in order Its conserve it, increase its 
yield and better ihe push ion ot those 
who practice it," 
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What strike* * rnc is t h je [fie mcta-histor- 
ka! (and literary) attributes of Harr&ctt 
arc* dr-centered, the hierarchy between 
high 2 nd popular an reformulated 
through the function .mil meaning ol 
musical practices. Concurrently* (he 
musical tableaux place music within j 
historical framework providing; a new 
iconography context through whit It 
(fie polyscmic nature of musical and 
dance performances can be visual i/ed, 

Lhe video clip strategies of this film 
provide a alternative — micruxEual and 
nwta hisiork al — spa cr to r i me i prei i- 
tion where high, popular and mass- 
mediated culm res can Locxisi and 
nourish each other. The participation 
of performers like Silvio Rodrigue? is 
indicative of this new interpretative 
space, 1 * 

in addition, the film establishes j new visiul- 
iLirjiK space for dance performance*, Aztec or Arab 
folklore (the Crupo Xochipilfzahuirl, Mexico, and 
Crupn Andalush TangcrL and African cult musii 
(Crupo Cuirimba. Cuba) are concurrent ly a citation 
and j tribute to the periods in vs.- Ii i c Ei these form?- 
Iluunshcd- In BdfT&aK da Use is carnival ized. With its 
references lo pantomime. circus and street (heater, 
d ail t e bet n mes a hum sol lev 1 1 vc exp recsi on a nd 
communal founding where the body is liberated and 
eroticized, social hierarchies arc broken down. Most 
interesting is the performance of the Imp it. ana 
dancers whose I'Hffis cabaret act, complete with 
kitschy costumes and lamp decorations, still attracts 
tourists in Havana, Toward* ihe end of the film 
most of the characters (with ihe ex ce pi ion of t he 
Indian#} come together ai ihe i mpicana. And as in 
a video clip, the actors are released from ihe histori- 
cally-ended identities they assumed in the film, and 
plated i n the context of a Vcgas-stvle show that 
most people only know through television or adver- 
tising. I he image of ihe Tmpkana dancers (like 
dmse ot sunsets over white sand beaches) represents 
an exotic and appropriable commodity, Yet* ihe 
I ropnana is also a place where stork* can he retold 
through music, and where people from the Spanish 
t aribbean can red magi tic themselves as pan iei par- 
ing agents of a communal narrative. 


Cultural Memory and 

Contemporaneity 

A c oit sc I* n ls ness of IxhIv movement and 
of its endless rhythmic possibilities has 
been discovered by (!olt>mhiin you lb 
Through dance, hi iheu walking on the 
streets where risk and chances of ilanger- 
ous surprises am a I wa vs present, popular 
youth have reinforced this consciousness 
oi the body, j...] I heir bodies express 
die rhythmic sensual! ly acquired with 
the dance but with the co-ordinated, 
measured and watchful movement 
learned on ihe streets, hi ihe l L ulv life in 
ihe street, in the gulbitiiii most ruti- 
imi/ed activities, music is a means to 
define identity' and to remember. 

Pilar K Li fin. 

appropriates the video clip js art aesthetic 
link with the cultural phi rarity of the mass- mediated 
Micial experience*, habits .md tastes of urban Latin 
American youth. Seen from this perspective, Bdtfpa* 
const rue is a historical space where “new fusions 41 — 
between rock-and-roll, Afru -1 .uhan rhvthms. folk 
and nuetd t a miff ft — can be re-enacted, and where 
new modes of expression arc aligned to the politics 
of moderni tv. 

As suggested in the above i|uotc, music is integral 
to the social experience of youth in the over- popu- 
lated tines of Latin America. M popular youlh has 
appropriated rock-and-roll* m/ut, disco and 
wttmgufi u is also drawn m traditional rhythms, As 

I ^ 1 Jflsls Lueflitcv Jf Hunrrf Afcrrpr. ji | '■JHT 

fnlin kiii^, Mjjrutii A i mtmn iti /aim 

A r*Tmt. J. L aiEI ■ k >Ik VcrSd->, MWO, p. | Ci't 

1 Ibcvr iilRinumii Mi' tpnuove t fiJYr IhjE bcTii jhjf fLfc 
innuH flu- urculjnnn nf musk vkiro m IjCjIi Amrriii m jn 
.kJn^LkJii wjk NX hil L N jdr |i ■ ^ i e 1 1 jh ■ Hilf&anrjtf .in, | L .jw/yl pr^ 

* ulv MHme mkrTIlIJImn, E vkj.v n, ii Epctti j Mi. m likJCr HHtfr v|.*c 
tiljL *lrijik jlnnat vidros ihai kaiurt *ivl« ni' nikui 4hui L ire a 
]j£e7 ji ch ^ fnnpes at ihe nuuivficam Init vtkii.li jit fk’in^ jin* 
diked hi i rutependen r iilmnukriv 

^ Probably shi^ ifvsi Iuwwq LOflipinit jnii Hilcrpirtcf i ubi ^ 

\W|J Irvin. %il\iLh hj4 jtEiind i.fVc-E [Jir hrar^ j Mm 

vrjtuh jII HTSut Ejiin Amenta M i-^ muvii LifLuJicrJ djnddlindy 
1 1 1 1.1 Iifc^ ihf nik ffli I it'llcT at Au^bMin I ' i r ii h. h i ■ - 1 m I .tule \l 
I - PH - I | ihr^njih lj^io jeh. 1 |-iEMiidK.!ii|ik , JI mu^k 

iliKi- f fc jiriLi«i Alwict prakteni. Hcnirigiir/ wav invu 

rd m Sjiicupn in pfibrni .1 1 ihr Natkmji Scotiinm m 4 kreswj 
Evt ^n.IMKI jx^-ipk' 
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Pilar Ruuo wntiv, ”ihc hew r hi I Jims l mi Li nol pirn- 
v idt p»L *p>L i Lit youth with the words needed to nun 
in u n u, .a E t" | heir experiences and passions. 11 m rule 
wji h IU'l I bv musical genres, Midi .Is J/taga* 
Rdth/wra (Mexican music), i.'arrilfra and bolcrt^. 
that cniisii tute the old ituisit.il rhythms . 1 * 1 If 

J lie "old songs, m l’ m ofi zed I h rough rcpi.ltd 
rephy on Mi 3m, [fit-vision, iri bars and UimiT Mores, 
cst jhl ish j space for niiMjIgii amidst [fie unpre 
dkijhk 1 . 1 lieu lytic* express m old wavs ihc new 
way ()l living on the si reels ol tile i/itfriv. I lllls popu- 
lar music is i lie site where stories are rerold, and in 
Pilar Kianos words, "musk identifies their differ - 
elites, usd provides a ways of classifying their 
spaces ,*- 11 I rad it ion j I in us it arc t fins re in vested 
with new values and functions inviting new pSe.i 
sures. 

Ill is re- invesTenieni is evoked in die lilm by the 
i importance assigned to a popular t iuhaii song eim 
tied T.l soil de la kuna." It is hummed by the black 
scream and performed alrcrnativcly by Plena Burke. 
Omara Poriuondo. l .esar Portillo Je la l.uz and |ose 
Antonio Mendez in a colonial /Wrgrr. die Orchestra 
Reve at the I ropicana cabaret in I lavana, and by ihe 
I rio Matamorov who originally recorded it. over 
the closing credits. The main retrain consists of a 
speculative, unanswered. i|ucsiion: “jt>c dondc son 
k is ca n i a ntes f" \ f rom w fi e re are i he si ngers? i h s re i < - 
er.u ion ill rough the film acknowledges the various 
plates where die stw flourished, where it was altered 
and appropriated. I ike [fie refrain. the film refuses 
io name origins and determine genealogies. 

I'lie musk video aesthetic of fisrrvitt is a marker 
of r he affect of enltur.it memory, of i fie I bed and 
empowering blending of hislory and eonlcmporane- 
iiy. Moreover, r he adoprion of music video strategies 
emails an euunciative ambiguity, a decentering of 
authorial and sgicciarcirial positions. I he direct 
mode tif address of music videos in which the per- 
former is both a narrator and storyteller allows, as 
Andrew Goodwin suggests, “a conflation ol ifie 
real/implied authorial voice ."- 1 Bur also, as suggest- 
ed hy this film, die rconograplue value of the per- 
formers shifts as they become characters of a meta- 
h is tori cal narrative. Angela Molina, for instance, 
sings with a gypsy group iri i he Alhambra oF 
t idrdoha hut also performs a Spanish -language punk 
song m a Madrid discotheque. Who is the real, and 


who is i fie implied authorial v nicer 1 lie barefoot 
performer playing a gypsy. or the black lea [her -clad 
singer acting out [he role of i modern Spanish 
woman? 

liiirrtH'tii though interrextually connected to a 
“master (modernm) narrative". displays and per- 
Forms the coEitigeiiey and im'srtmidr ol historical 
discourses, those that ihe Cuban-born literary criiie 
Roberto Gonzalez 1 cheverna calls "grounding 
genealogies " ' 3 lie spectacular qualities ol Harrgco 
de-eiinsiruct these “grounding genealogies", and 
fracture the rhetorics and specularity of dds nieta- 
hi stork a I discourse. It is in e h is sense that 1 see 
affinities between the film's icsthetie modernism 
and contemporary, mass -mediated, cultural prac- 
tices. The sell -con serous exh ibitionism and com- 
modi lien ion of the exotic provide another vision of 
wagir rrafism, one that is a marketable fetish hut also 
a powerful tool of self- re presentation. 1 hus the 
apparent cohesivetiess of the exotie is contested by 
iis materiality as a cinematie spectacle, as a perfor- 
mance from which minority, marginal and emergent 
voices can speak. 


A dwrttr tmim flf dm artist* drfirrrrd as a Av- 
/urr j if if Ac l tin' er^ity of Afhutfiomjnr r \nr Xfrxiru. I 
would fikt to think fra faffr. Hr ad of A India A rtf. and 
rAf organism of {ft? fnirraaitonaf Shaken Vr/rc 
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Postmodern Times: 

POPULAR AMERICAN CINEMA 

and the Critical Climate 


by 

Brad Slovens 

“On iv ihir idiimt nt the einmu has ken iiiunled, il 
■Sii in p ky itKiln oil on ics own Jiid kfl khmd Us origi 

i k.L I purpou' And hiiulioii njdtdy H> define reality ► 
it* prmJiiu- Attd reflect the external world an 4 sti 
form, [hat idea of the i ineni j — tin reison lor 
which I would say it wjs ’invenleJ 1 — ii loM. St? 
now thii. (film] lin^ui^c rudi not hi rig hut ilsill 

iWim Wt iidm, i hr I ogir oj f mugrih 

“There is always j moment when an immobilizes 
the world, and the lalcr II amity, th« heller, I tall 
art of iht fight (hit fj (final ton with immohililv, 
which 11 1 .t k c s one describe oulaimn wilhtiui ever 
Ji Li ng about, 1 wim l uy lautei (an im I dclcfintn- 
isticl. hm hmcikois." {Rolatid Ikirthrs, I W) + 


T o anyone who jcieinpis 
ro keep abreast nt intel- 
lectual trends* there 
van surely be link doubt th.u 
lor lliow Jcadc m ics whose area 
ml rck'K' iHX' eXIeflds link till 
i her i ha n the study and leisure 
circuit, postmodernism. is nuw 
[lie philosophical equivalent of 
ihe fud, i hoop, an outmoded 
discourse which a. ait simply lv 
consigned to the history busks 
as. nur (?rcjt White I htorist 
pushes ever further in it* the 
scrmiological jungle in pursyii 
of i he big game I nun which, a^ 
usual, s/he is rapidly retreating, 

I or ihmsr ail Us who Mu E 
only consume popular culture, 
hut actually believe that if has a 
role to play beyond, on the one 
hand, keeping the proletariat in 
j state of stupefaction and, on 
the oilier, providing mare rial 
for the condescension of a self- 
decl ( ired clue, the damage done 
hv j he clieiirei ieal lends of ihe 80 s is readily appar- 
ent and comniemjinrs who once da lined that an 
,d fiance between Marxism and postmodernism was 
not only s iahle bui necessary must now feel l ike 
N.l/p synspjihi/crs confronted with the Holocaust. 
I In s is, oil course* the theme of Hitchcocks ffrfpr. 
and i[ s* tempting to imagine a remake in winch a 
iVolcvair nt l dm with a lotmvnrmcriE in deeonsiruc- 
i ji ui iiisLiKeis that one of her/his most dedicated 
pupils has made I.ilft Afthw firm. 

Needless to sav. it Would t*c tile Itcight i ►! lolly IU 
claim ihat I henry managed die (eat of separating a 
filmic tradition which, urilil ihe late v i >s, lias provid 
ed c oi nu less models ol die radical use ol convent m ri- 
al sintcntres. from its complex oh its without strung 
rciuhirceftU'ru trutn the wider culture: indeed the 
key text in terms ol mains cream American cinema* 
Sfiir U tfr.i, with iis knowing evocation ol j generic 
past . pred.iteij pusl modem isms p riff r/e pvmmr by 
several vearx, Nevertheless, postmodern discourse 
helped give -i totallv spurious air ol respociahiiuy ro 
j general trend which even a reasonably alerl livc- 
vear-okt could have kcti etpeClcd to discern as cun 
se native u~l Ljpetal ion at its most banal. 

[ do not, o| course, mean to suggest eiilier tluc 
luI rural products exist in j vadium, or i lull ii is 
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strongly unlehlcd) ihis political reference vs ,i% 
accompanied In, a f.ichci di Jfercni land. best ticm 
pi i lied by the Hope/( ‘nwhi Moad films. in which 
l he constant opening Liutw ard ol ilk test! aetualh 
MTud to sri^il.iEC it within c he category <d Vfiief 
tj in merit, referring to 'realm. only to the extern 
tiex L'^m tii lU im (iiM T.Ue Us tot.il ntlu rru'^ 

1 nday . however cliis striedy subservient tiaduioii 
has attained .1 dominant position, with the result 
th.it w fl.iE sennits Work [here is has become unkviv 
ingb marginalized One might take. as j represent;! 
live LtH'i the ojH’tiiri^ ol Spielberg s Jfejr/fffn *>f fin 
/ mf .T rk, in w h i i h i hr illustration nl a inoiinum 
I h^t accompanies the Paramount logo lades into j 
shot nl litdi.iru bines vs a lkmg towards an ujt'ril k .d 
mountain ['kited in exactly the vimt position on the 
st recn. ( leans' wi 1 have here k\li made aw are id 
the disrrihLUor s logo ilk .1 VsaV in which we .ire uni 
used. ,irwi exegaev of distancing .is in iisell .1 radical 
.re vs t T f doubtless applaud the foregrounding of 
those economic structures vs hie h del ermine [Ire 111 tit 
text Init arc usually uamrah/ed through ihe tramp.ir 
eili .ind tiiinielii luiutintiv aiirduLte J in realism. 

I hrnigh in ,1 sense tins m.iy Ik- irue. 111 another sense 
I h e 1 4 1 r egn in r 1 d 1 n g hi lie I i 1 1 ri s .is j ei m 1 1 11 u .1 1 u in 4 1 1 
naiLir.ilij'aiion by other means. loi ihe ccoiionik 
st mein res ol which we .ire here made aware are in it 


nothing mure than j symp- 
tom nil ideological coni rad ic~ 

I11HI: Li 11 I he con [rare, the 
complexly intc^r locking system 
tit surs, genres anil authors 
vvhichktugeihcf with the back- 
ground of .ui equally a mi pies 
hie r j r v t rad it 11 1 11 , hi micd r he 

e I as> ic.d Hulliwi >od e i n ei 11 .i , 
provided a tcml tor the critical 
niter rogation nl [he stHi.il 
ss4irhi. .Hid IE seems par lien In 
Is perverse ih.tl so mjny sup- 
posed ly Ecli-wing writers 
( David Bnrdwclf being j 
prime example? have I el l 
obliged eh expend so much 
time and energy at tempting to 
excise this 4.1 lien 1.1 as tk>chmj4 
more ihjn jii invirumenc tor 
ihe disselliinjticHi of knir- 
^eoss ideology. 

< dearly ihcn, the key to 
e l n d e r s t j ei d 1 11 g ihe w a y 1 11 
which 1 lie eo ri icm ptvr.iry 
I ! til I ysvi m id relates to ihar ol the pjst in die use 
nude ot relereilke In extrj teUu.i] riu.leri.il. Wl UihI 
Eo imagine dial tins kind ol rcterente originated in 
I ranee vs n h tfie ivi^wr ansi was gradual Is 

absorbed iiiEo [lie A me r in an eineitu hy [lie lilin- 
nhool trained direuiEirs who time to pm milieu Le in 
the "CK, hui this later ireml tan easilv lie seen as a 
deselopmefn t>l one ol the fundament. l] sieill luring 
p ri n L 1 pies i it l la vsi* a I Hr dJ yss l h a ,\ , 1 he s e ry e \ \m e ru e 
sd sLars and genres lesl living in [lie tin port a ru e 
pinked by l>t nli a nisi and atidience on ihe coneepi ol 
s ariatioris hh a theme, t he senes ol larder line [ivy- 
s hup Jills played by fames Stewart m tile Am hone 
Mann westerns, h>r insianLe. gam much of their 
e+leu from being im, a mated be all achir whose fx'r- 
snii.L was that ol [fie small town hoy and li go re head 
o il demoeracy. a ml perhaps the itihsi disi tubi ng 
clung aliiHLl the Maim protagtiuisls is lhal fins t har- 
jiierisiic. idr frotn tning eliniiiuied. is still prnviKa 
lively preset! I . 

Ihe nature ol tile r-cferellec flete ts ollViDUsb 
fio lineal, in the sense that reference 10 texts siihscrvt> 
a critique ot the social pmseiwes be whieh iIihsh 1 texts 
are determined . I his point is ol lundaiiieiiial 
impirtance in a emi side ration of modern American 
l. 1 ficma, lor as Andrew Hr u ion has demousuated tin 
a brilli.iru artiste in Movie HfM. to which I am 
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related to i hr actually existing social world which 
provides i heir context. 4 rid the only effect ot our 
becoming aware ol them is to insulate the text with 
in (in Andrew Britton’s words} "a hermetic enter- 
tainment wofldV m which the radical insights 
made possible by the simultaneous distancing jikI 
involvement which characterized the finest 
I Inllywood films can Ik avoided through an insis- 
tence on the viewers’ disengagement from the text. 

One might contrast this wiih the superficially 
similar opening uf Spike Lee s Sc-kW /.Uzr L an which 
[he C'olumbi.i logo is accompanied by the sound ol 
[he creaking ot a ship s timbers, .1 sound which the 
first image ot the credit sequence idenrihes js 
belonging 10 a slave ship. Columbia's logo features 4 
stylized representaikin of the Statue ol liberty, and 
1 he foregrounding here serves to throw the viewer 
outward into the world th.it determines the text* 
forcing us to quest mu * lolumbia"* motivation in 
placing the image of Lady Liberty at the head of 
their producl- Most ol the major Hollywood stu 
J ios were I or nied by immigrants fleeing poverty and 
tv ran 11 v in humpe. and die nmh ol the mimigr.mi 
whose 1 arrival in the land oj uni indu'd opportunity is 
heralded by the sight of the supreme exemplar of 
freedom is an important one tor American ideology 
(t Ihaplin and Coppola have played particularly com 
plex variations on it}, What the juxtaposition ot 
image and sound in Lees film attempts to demon 
strate is ihai the immigrant experience cannot be 
reduced 10 a sifiiplisinc trajectory from oppression in 
freedom, since there were .1 large number ol unwill 
ing immigrants who experienced this trajectory in 
reverse, and for whom the ideal ol America as ’ihe 
golden diKJt waiting to receive the homeless rem* 
pe>i- tossed could only have been perceived with (he 
hit u rest irony. 


Prousu in his classic rclreat from, life, is the very 
symbol of the modem artist— the sick giant who 
locks himself up in a cork-lined cell in take his 
brains apart, lie is the incarnation of that last 
and fatal disease: if Ac diteasr of the mind. In 
Joyce gives us the complete idcnlificatinn 
of the arliit with the iumb in which he buries 
li im self. UJyttes has been spoken ol as seeming 
like “a solid ci tv." Noi to ninth a solid ciiy% it 
seems to rne, as a dead SI of hi city* lust as there 
«$ t beneath the liullow dynamism of the city, an 
appalling weariness* a monotony, a fatigue insu- 
perable* so in the works of Proust and Joyce the 
same qualities manifest themselves... Hie Hoc- 
uses the city as a universe, the other as an amsn. 

I he curtain never falls. Mean while the world of 
living men and women is huddling in the wings 
clamoring for the stage. 

(Henry Miller. 

Max and tire White /Vwjpiryfe/. 1 *■) } H ) 

When trving fo define the nature of today's 
I lullywtrod, the word solipsist k increasingly corner 
to mind- Indeed it is now only rarely that one sees 
an American film whose interesi is noi confined in 
con f 1 r m log a t mcc v li.lI an - for m s ret rea t i n 1 n a st.u e 
of uncrcaiivc insularity and self-reference. It makes 
lilt Ic difference here whether we are lolkmg jIkhh 
the lower level id commercial out put or the work of 
such JCLlaimcd art -house autenn as Joel <■ ’oen and 
Jim [arnuisch, for the solipsism ot. say. flit 1 lethal 
U "rnpfrti or Die Hard films, w hich cradicaie the pns- 
sibitin of any ! hemal is complexity by cons unity 
parodying the convent Ionil language in which that 
complexity could Ik- expressed, finds its perfect mm 
lenient in the empty formalism id Barton iitil\ 
which erases externa! reference by enclosing us wish 
in the mind of ,1 character for whom, tellingly, the 
film can led nothing bui comempi, ironically Juph 
eating in iis structure the intellectual suptrioriiy 
which it makes such a show ot condemning in its 
protagonist, li should, then, be clear why it es that 
films which attempt to reach out into the social 
arena have a tendency inwards excess and hysteria, 
often resulting in a rupturing of the realist surface of 
the text, noi, as in the wEirk of Derek Jarman, in 
order 10 flatter the sensibilities of an audience which 
is capable sil identifying signifiers ol IWchrian dis- 
tancing hut out ol a profound personal need to toni- 
munkate politically within a cinema whose domi 
nani leiulencics are antagonisfic lo stub a project. 
3 he ending ol VA oot Daze. with us repeated I call to 
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h wjk(’ i l p r is j ii obvious x .1 it] pis/, jh is (. V| lx r 
Stone's I ttlk Hiidw, and while i he tendency is an 
itself a healthy one, it is hardly surprising, given the 
current [r^mring ui the Left, that ilm Jc\|HFiiiuii is 
left without any dear focus. and often degenerates 
into simple incoherence. I lie dociinicmarv uoda nt 
\\ Fur example. though on one level dearly 
iiiiitjvaud by 4 desire tn resisi closure by locating the 
film within a context of ongoing st niggle Un opera- 
tion l.ir more success Fully carried out in tFic use ol 
the Rodney King beating in the opening credits), 
also serves, in direct cnEivradiciion of this project, to 
enshrine Malcolm as a i radii iooal role- model /hern 
figure, thus erasing the Complexity ol attitude that 
the film had hitherto encouraged, 

I lie seriousness ol purpose evident here. hos* ev- 
er, ensures thai there is little danger of confusing ihe 
straTegics of l ee s film with those perhaps most 
closely asstSLiated 1 1 hough there is hardly a shortage 
of culprits! with Arnold Schwarzenegger, whose per- 
sona both embodies an excessive reactionary ideal 
and simultaneously parodies itself. Amy Iduhiii has 
pe rsua s i s e ly a rgued ( Sight it nd S&n *uL Sep le m her 
that t !Liii| I .as|Wi kkJ's cIm rJctCfisI ie iiiFlexihil- 
icy of body registers huh masculinity and ihe ihreai 
of otherness against which masculinity must con- 
stantly he oil guard, and while this description ituv 
have the elleirt ol making last wood and 
Si ] os a r/en egge r s* ni n l I i nd isl 1 1 igu ish a hi e . | lie dialer - 
tis i iivohed in laifttwoods image entails boih ihe 
actual embodiment ol 'the masculine, the force and 
diaTisma ol which are seen as a given, and its thor- 
oughgoing c r i £ U] Ue. while what is parodied in 
Schwarzenegger's vehicles is noi the investment ol a 
EcaUHinarv ideal Willi a rltaleiut limn, hut the eXces- 
sivencss ol this process the ideal itself is noi only 
Li n I ous bed l*s li rei n forced - 

Hinny HcViius mocking ol Schwarzenegger's 
physique in I trim is a good example ol this ploy, 
ails) Sl hw ar/enegger is himsdl invoked to assist a 
vi n u la r p rojec i in / hr Hurd ( i zh thn / fno see 
to go about as hir m (his d ires nun as is const ha tile ), 
One i an easily undersiaiid the precise nature ol i h is 
kintl ut self- reference by comparing Maine May’s use L 
ol b arren Beatty arid E >iLslin Huffman in hhur, or 
Billy Wilder's merciless attack on Win Martin s 
image in Km A/e. Stupid for the satire of these films 
is a 1 1 ii l d n o| a l star personas regarded as essentially 
solipsistic , but at the ideals of masculinity to which 
those personas refer. 

I Ins kind ol distinction is lIlici.iI to any aizempt- 
to deal with the westerns of ihe ^IK, Since these 


Films are often described as 1 revisionist," it is neces- 
sary to point out that l he live ol the word in l his 
context makes no sense, lot the very concept oF 
’genre' could not exist without generic works being 
engaged in a constant process ol revision ol the ideo- 
logical contradictions by which the genre b si rue 
lured. Never! hclcss it seems clear I hat the trathlion- 
il oppositions of ilk- western became violently pilar 
ized iri the Ds, with a considerable number begin- 
ning to discover a Li] he retie e t)ial precluded the liesfc- 
i.ii ion over values which made ihe oppositions use 
able r a discovery I hat. though it olleu issued only tn 
a more or less specific Feeling of despair, occasionally 
resulted (in, tor example, Hraren's (hit? and f\tt 
(liitrtit C Hilly d re hifft in an explicit call lor radical 
change. At the same time, however, the genre 
attempted a res overs by redefining ihe quest inning 
o I generic structure* as generalized parody. I he 
preference of an audience that was shortly in elect 
K< Ml a I cl Reagan Ft s r HhtJing Xiddln , 1 he n lost l t i 11 1 - 
riicTcially successful western of the period. b oh s i 
misly of great significance, lor the satire of Brooks' 
Film can easily he mistaken loi a c on ti minion, in a 
comic mode, ol the more 'serious works' projects, 
Brooks, flow eve r, is only interested in conventions 
to the extent that he is able to declare his superiority 
to i hem. and the at I as k on racism which his him 
purports to undertake is actually an attack on a 
genre which is iheorized as incapable of sustaining 
such a projies t on its own terms, One might umi- 
pare All maid* Huffk!t> Hid *snd thr Indutm, which 
proposes Hill < ’ody's Wild West Show as a precursor 
of tile HnlJvwund WcsletlK Altman is like Brooks in 
his desire to subject the genre to extensive criticism, 
bur unlike Brooks his attack fc^ on generic roots, lor 
tile Wild West Slum is no inert metaphor, hut a Ihs 
laricj] (act with a direct relationship m the prtKexs 
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bv which l he teal is converted mio mythology, 
Allman's poim is ihai it is also j I i in the form- 
ation of j genre which tit is Him, by ns very ex is 
sense, demonstrates us be Mimibnniusly implicated 
in. jiid fully capable ol delivering ,i dcvjstaiing cr i 
tiqiaeol. she myth-making process, 

hi the WOs. however, the niijorky of woicfrss 
proiluscd were hie send ups. bui she fa^t slus she 
hormr him has followed a similar iTjjcctnry in this 
period should mu encourage us ro believe that there 
is anything inevitable jhout is. Andrew- Bruton has 
claimed {Mum? 27PB) that "the unfolding of idro- 
higkal contradictions tends continually to readmit, 
in however fragmentary j form, the history which 
i he genre function r to redefine*" and while Jonathan 
Romney has adduced List Action Hr m js evidence 
that “the auiion genre is itself worn out“ iSi^n and 
Sound August I W), 1 1 seems Ilss likely that generic 
conventions have j tendency os use them selves up 
than ihai they will inevitable produce insights so 
radical that the toll ore by which they were deter- 
mined will find [Item intolerable and enact j process 
of recuperation by deconstruction. 

This would explain why is is that artists of otplk- 
itly radical sympathies such as Clint Eastwood 
( Unfisrgtvftt), Martin Scorsese \idpr Frar ) . Michael 
t amino ( J%r Smlian) and Maine May ihLur) are 
still able 10 create masterpieces by working in sup- 
posedly "dead’ generic forms without the least sense 
of incongruity, while the self-conscious deference 
towards Hollywood's past indulged in by more 
right-wing figures leads to j conservative nostalgia in 
which tile mosE reactionary elements of j genre are 
siphoned off and celebrated. I his trend finds iix 
first tentative expression in (he films o( Peter 
Bogdanovich and achieves full realisation in the 
work of "law reuse Kasdan ( /Wy Heat. SilirradiK the 
script fiir fLtsdm t*f i hr Lost Ark) r bui its hall mark is 
ihe bastardization of the Cjpraevquv which virtually 
defines the contemporary American cinema. 

The coltosioii of the critic-s in this situation is, or 
ai least should Iht. blaiaiiily transparent. Autciitisni, 
fur example, may have come a long way since the 
days when ii was suggested thai the director’s 
' i n script ion was somehow inserted into an already 
existing structure which the critic could, according 
to [jsic, either dismiss as imerfctciuc or condemn 
as eIic dominant ideology, hut this kind ol thinking 
appears horribly prophetic when one consider* I im 
Burton's Batman films, wish their sc hmiph rente 
audience address: tin the one hand are the elements 
(if aL i ion contemptuously pi [died ai the hufionm in 


the liM.al Utlcon, (in list 1 other are i n vocal hi ns ol 
early Clerman cinema and imagerv wlnth signifies a 
person j l vision.' I he sensibility required to gain 
pleasure from a car chase is, ol course, tUH markedly 
different from that which delights in noting refef- 
eiis.es [si [he work ol Em/ Lang, and those texts 
which attempt io disguise i heir own superficiality by 
putting forward a failure to rnicgraie rliemaiK mate- 
rial js evidence ih.n tins difference Joes not cxi^e 
merelv throw anio sharp relief the kind of discourse 
represented by Hollywood at its Ernest . \X hen we 
wjuIi. say. /(r SrJrdvR, we are at no point able to 
effect a separation of the film's levels uf meaning, to 
say that Aiw is she scaffolding uf she western' and 
here a l Inmerk q>k or inquiry into the validity of 
the Hero: on the contrary, each term is inextricable 
from she either, [heir harmony being a prerequisite 
of the film's complexity of expression. 

All of this will, m any vase, have little interest one 
wav or the other to the majority of culittral uim- 
ntenlators. since die traditional responsibilities of 
critic ism hive been thoroughly obscured by [he cur- 
reni dominance of two l losely linked trends: an 
obsession with ' I he Eilm Business' and the rise of 
the critic as superstar. Readers who doubt either the 
veracity ol [his claim, or [he seriousness of the 
implied consequence*, would do well to ponder the 
following... 

Unlike Stallone, Schwarzenegger never 
took himself ion seriously, Whereas 
Ram bo was seen as the embodiment of 
Reagan's macho, self -determi n»i ion 
culture, for Schwarzenegger the Conan 
films were just good business. 

( A !e Hinder M t < Gregor , 

Time (ha t0*&. |u!> 1 1- IB. m» 

Nor can he (Philip French) resist a 
good joke. I remember his capsule 
review for a W screening of Anlhony 
Mann's Faff &f thr Roman Fntptr^ in 
which he said that though visually 
stunning L ihc script suggests more five 
gibbons and a typewriter than one 
Ciibhon and a hook/ the humour of 
which was only slightly diminished 
when 1 finally saw the film and 
thought the script rather good, 

(Sean French* 

Sig fn and Sound. A urn m n 1 1 J’Jf ) ) 
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Mr, piece neatly serves eo underline ihe 

j ss lj mpt lolls w El i l li 1 1 ni 1 1 w i i E i ug of E ] i is kind, I he 
cvscniial problem being ihe repletion id politics. It 
is, aJmiEiedty, (rue that die macho. sell -Jeter min j- 
i iiui culture' is explicitly labeled Kcagunite, bui the 
k r luIie v of the QUpiry ensures iHjt McGregor is 
blind m Sullojlc Jiiii Schwarzenegger ■> relationship (o 
ihe ideology which they represent. I he norton of 
iuse good husiiu-ss is, ilia ail, tar tmm inaimp^itiblc 
with KcJganihnv, and ihe use at irony in the 
SdiwjF7cnc|^€r films, seen in eKi> context as indica 
live ut iIil- him ieivxs- man s cultivated disinterest, allows 
ihe writer to perceive an obsession w Li h die body \ 
Ermsfiirtmiiiin into the ultimate phallus, and a dedi- 
t .it tun so tfie accumulation id capiut is lieing some- 
how opposed. rather than two sidt^ of the same coin, 

[ have pouted Mr. I" tl 1 ei l fi as an ilhasl ration id the 
critic -as- superstar phenomenon, but the piece’s real 
interest lies tn tfie absolute candour with which ihe 
write! exposes the underlying assumpl inns nl tins 
kind of" journalism while maintaining jri attitude of 
ii rupiah tied approval. Criticism has here severed all 
connection with “the common pursuit of true judge- 
ment" posited by f .K. Lcavis, ind become the 
lotion lor a display of ihe author s wit r ihe realiza- 
tion that ihis 1 w i i ‘ actually involve 1 misrepresent;!- 
lion ol the lext under discussion serving not. as one 
might expect, as die basis hot a repudiation id ihe 
discourse, hut as an opportunity e-i ■■ demonstrate ihe 
Irivoluv id llie enure crilicil enterprise hv mhanelv 
declaring that it doesn’t much matter anyway. 

All of this would not greatly concern us were it 
not fur the lact eImi the assumptions id most sup- 
posedly 'serious' criticism are essentially icul in in 
pjishjhle- Ihe reading of the HoHywiind produc- 
tion system tinder taken by I Void ftorjwdl and his 
associates, though decorated in the language ol 
Mamsin, turns out m he based on preciselv the 
same value system js rhu id limpttt or /Vimrrm For 
Mr. thud well. t>| course, Hollywood is a had object, 
lot the fan magazines a (.hh! object, hui both share 
a tendency to extrapolate “Hollywood’’ from ihe 
general nioveinerits of capitalism which contextual- 
ize it. and Eo produce actual films as ihe inert prod- 
ue ts of this system despite overwhelming evidence to 
the corn rare. I he kituf id concern repress 1 n led here 
can. in the right hands, provide a genuinely useful 
critical i«»l (for a model example see t hris 1 lugo’s 
“//v /frsf (.tmtluK Production Conditions and Ehe 
Film I ext" in " fh' Mtuir H*wk 0 f Film AWf), hut 
only when motivated by a desire 10 more fully com- 
prehend cinematic works, rather chan to demon- 


strate yet again die Eheorist's superiorit v to a body ol 
work which h already know n. 

Similarly ihe apparently iftexhauMihlc popularity 
ol I aura Mu Ivey’s “Visual Pleasure and Narrative 
C . n let n a { StTfffh A lj 1 u in ei 1 ^ l is c I earl v 1 1 id is a 1 1 ve 
of a need to believe that the Hollywood film has 
been definitively accounted tor, the intensity ol this 
need, shared hv both the author anil her admirers, 
being strong enough eo withstand the demons Era 
t ion t which has been repeatedly offered, that 
Mu Ives \ tea dings ol films arc blatantly inaccurate. 
I ike Kurd well in his account of production condi- 
tions. .Mu Ivey Uses the language ol raJkaE puli I it ^ 
merely as window- dressing for a discourse whose 
assumptions arc fundamentally incompatible with 
the categories invoked. 'Feminism here serves 
much the same function as L wn' in the work ol 
Philip French, ihe reader s discovery chai the theory 
can only exist at ihe expense of tlu- object merely 
confirming the object 's detest ability. 

E he si 1 1i.1i ion described here is uni|nesEitinably a 
lamentable one, and it seems Jon bi ful that any per 
cioys historical period has seen such a mutuality of 
interests between she ruling class, the texts prt>duccil 
lor popular consumption and the discourses avail- 
able lo discuss those lexis. 1 here are, how ever, hot 
only counter- cur rents. however marginalized* in 
bc«h film- making ami criticism, bul signs of more 
significant change, notable m llie now widespread 
disenchantment widi posi modern ism. Progress, it it 
is mu exactly Wing made, can at least tn" glimpsed 
011 ihe horizon {one should place particular impor- 
tance nn the engagement of < 'imino's post -/formr f 
(niu 1 work with the ijuesiion oJ what an uiielhgeni 
popular cinema would hiok like in the present cli 
male}, and n is only an apparent contradiction thal 
this progress involves a return to a sci of values 
which have already Ik'cii rejected. It it is now virtu- 
ally impossible eo suggest ihe desirahilily of a 'return 
10 Lhld values’ wirhouE sounding like Michael 
Medved in Patrick Hue ha nan. this is indicaiive of 
just how far the available discourses have been co- 
opted by i he Right. Nevertheless an attempt to fevi 
talize contemporary American film -making by using 
the classical Hollywood cinema as a niiKiel of taiiuaE 
intervcnlion within a culture could, if it is unmarked 
by eilller nostalgia of postmodern cynicism, pro>^Kh' 
a genuine challenge 10 the prevailing right -wing 
hegemony- In the words ol F me ruin, “les the breath 
ol new life be hrcaihed. chrmigh eIu- Iehetin already 
exist mg," 
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by Robin Wood 

\X ' h .1 c more 413 addendum 10 tfi.iii «i revision 

l> 1 iW iLeouiu of /Vj rymui 1 offered in my book on Kergmati 2*» year* ago ( A'/gm**!/. Mudio 
V iMa/Prii^r, 1 4 >(i 4 > i | still siiivd by mun oi wh-u E wrote 1 then. and the rttvjna' nl it 1 ' tsi.iin flimst h-o 
fccjrcdy IimilJ in an age tfi.it h.i> given ih ibt tiull Vt .3? M.ivniere. the horror* nl lkwm-1 ler/ogoviitii and 
Somalia, i he rise nf tfu- serial killer, the daily revelation* of du per^heiie** <4 child abuse and eiolcmc 
.Lgainst womcn^ .Second. I warn lu reopen the ijnesiiofi of /Vwiw from a somewhat diflereni (but nol 


VJ 


r/ frS*eTio>ia 


incompatible! ^r^pi’divs:, am 1 ,u the same time 
wuhmn repudiating m\ earlier testimony to the 
film's tmmaiiare impact. which there seems no rea 
Mm t > h rvwrite: ] don't think I can say wh.it L said 
j 11 y belter. I vim ply warn to vjy something else. 
I ll i r cl I >, by way of leading up ihe “something 
else I w.i nl ti p till Hvh.il now appears > inesc jp.ihlv . 
|]ie piping fickle in mv earlier a rial vs Is, .in LiEnlertak- 
ing made possible by social dev e lupine (its of wliu h 1 
have only Ikvoiiic .m jre si nee the early ~'0s; le ni i ■ 
nisni. the gay /lesbian movement, she intern ugiiion 
of gender and sexuality. These have., it seem* to me, 
nmsiiirity changed our whole attitude to cinema, 
often revi plot ionizing the interp reunion of specific 
movies revealing what wav there hot unacknowT 
edged: the SleHiherg/l heiriL fi movies of ihe ' Mh P for 
example, were previously incomprehensible. 

The '‘gaping hole" is not a defect merely of my 
own analysis, ft is shared by a tar more prestigious 
and influential aceouni of the film, that of Susan 
Sonug { L l ] he hole can fie defined hy asking the 
c| Lie st ion, Iv 1 1 possible to imagine in a Version ol 
PffiatM in which llie two leading characters are men, 
an actor and a male nurse- I I lie reader is iliviEed In 
pause here a inf make the attempt., X 

I he answer must, I think, Ik l “No/ or, at most. 
"Only with esc i re me difficulty, and it would he a 
very diflereni film." And one might go on from that 
to consider clue both Son rig and myself refer to the 
issue ol lesbianism only casually, w ithin a single sen- 
tence. She at least uW the word; I acknowledged 
i his — as I now see ii — crucial aspect ol the film only 
in a passing reference m Alma * warning K I Isabel as 
"combined elder -sister-and- lover. J would add that 
I am here employing ihe lerni " lesbian" in its widest 
sense, wiih all rhe implications u has denied I torn 
the women's movement: patriarchy wishes to under- 
stand ii merely as indie aiing a "kinky" and perhaps 
titillaiing sexual Jeviancy. I he meanings it has 
accrued are l.ir more complex and fat mote threaten - 
i rig: tlie bonding of women nt in ulu.il support 
against male dominance; ihe refusal u> accept that a 
woman is defined hi her relationships with men: the 
sufficiency ol w oman- to- woman relationships 
(which may include, but are not resiricied toot nee 
esxarih defined by . sexuality). 

Hergman has often been accused of opportunism 
ill Ills use ol political actualities 111 Led mil ol Illicit 
l on Cl' vt and reduced lo sign i hers ol jii itifilt, pvivn ri- 
al, psyc lining! l,.|| turmoil: [lie \ letnam and W arsaw 


tihetto images m Prmttta. the parallels between 
\ ictnam and hb imaginary, identically vague, civil 
war in f'Pr Sh amt. Such charges, which scented 
valid at the time (arid perhaps remain so on a super 
ftcial level), must also lu- looked aiin ihcir historical 
context: ihcy belong to a period before the more 
profound and radical rev el a nous ol [he women s 
liiovenient had received anv wide divsemi ri.it ion and 
acceptance. At its deeper levels. Perform has only 
gradually he come readable over the past two 
decades: like I he Shaw? (which is in mam respects 
a mure expository. more lucid, more devel- 

opment of its essential themes), ii exists at the con- 
fluence of “politics'" and sexual politics. 1 1 elite ii 
allows file to Eake up, and bring into sharper incus, 
the concerns ol my article *Tasi.ism/f irictna jmb- 
I id led in t /Fit At ft on IK. 

“Natural causes/ "act of l iod" aside, it seems 
clear that the horrors of our world, which it is 
imperaiive now that we face squarely if we ate to 
survive, must lx: attributed overwhelm ingfy to men: 
lit melt as individuals (for the issues ol personal 
res|tnnsihiliiy and personal guilt niiist not In: evad- 
ed I, buE more general ty In masculinity, as M has Kctl 
socially const meted, and in ils political extension 
“mawulinism. I vers political system in the world 
today (and as bn bach .is history can rake us} has 
Keen male- foil ncEed and niale-dominaied: the 
women who slot into these systems (as opfmsvd to 
reject I tig and opposing them) are able lo do so only 
at the cost oi reputliaiing their female sjiecihc iiv .mil 
de Fill rig the fan ol women s oppressEon ill rough oil! 
history .ind con I (tilling into the history wc arc cur- 
rently In mg. It ^ vitally important that “hersiory 
be written. but the achievements ii celebrates will 
inevitably he. by and large, the a e hi elements of 
resistance. The female guards we see emerging from 
the concentration camps at the end ol AV^Ai umi 
(to vs 1 1 oi Fi the female psvc hut fist ol Ptrsmui Kars a 
certain sign il el ant resemblance) can stand as a 
grotesque hut not inappropriate image of ihe 
women who lend themselves (tor their own survival 
or material betterment) to patriarchy and masculin- 
ism. 

Vi heii I lisahet cowers, appalled, from the 
\ ietnani newsreel, and stares in horrified fascination 
at rhe Warsaw t ihe t to photograph, she is expressing 
the sense of pwveriessness that worn cm (anil sells il jve 
males} experience in the fate c»l horrors wrought hy 
iiMsuilimsm; rhe horrorx that reproduce themselves 
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Hclgtfflah Jimiiag 4 rhas »Ji subsequently ahinJtHncd mu ihr fJm. L w ( liman n Jm^ n^< ihhmgr 
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in gciuraiimi a her generation in ihe names (tf inif>L*- 
n.ilisni, naiiorufism. patrimisUR organized religion, 
mn existing system ei| which is ai even 1 level patri- 
archal — founded hs men, sum a i tied by men, pro- 
moted by men, tor the safeguarding of male privi- 
lege. What i he t a r>i land finest) movement of 
/Vrwjui so magnificently jnd subtly drama! i/e* ts the 
gradual. lental ive of women through 


slims n I rt tie interest in t freek I raged i‘i either js a 
tdni linker or js ,a theatrical producer, I le has, how 
ever, from sen - early in lib career shown a marked 
niteRM in I rend, and hreuds first term lor whir he 
snhscc|ucndy chose to call ihe "female t hrdipus com- 
plex was the "Meetfa complex the protest by 
which the female learns in accept her pairurchally 
prescribed role, relinquishing rhe lather jiiJ her own 







ferrule bonding — ^lesbianism" in the wider sense. 
S he bonding disintegrates, for reasons thai are ro 
some extern in Keren t from the outset, tor I Ji saber 
.uid Ainu .ire ineontpaiibh- not from mere ' Ji Her- 
ein es of character" but on die deepest levels, more 
cultural i lun personal 

The ditlereriee is sonieimtes seen in terms of 
innocence and experience; it seems more profitable 
to dew nlie h in terms of conformity anti non -eon - 
funnily, acquiescence in and resiMance m social lofs- 
d it toning, l he wo nun who enters inio and accepts 
her " correct" plate in tile “.Symbolic Order" of [utri 
archy and the woman who refuses, Mergman s 
choice of f’lcrtw js the play during which Hlisabet 
4.1 looses uu firsi itiliiiEively, I .iter a* ,i conM.ioi.is deci- 
sion! not to speak gets gfcai emphasis from the 
repeated images of ihe actress on stage and in cos- 
tume- A puzzling choice at first siglu: Mergman has 


irinaie masculinity, identifying with the symbolically 
castrated motliei. t Ihe in appropriateness ol ihe 
[ leetrj my ill to 1 rend s theory seems screamingly 
obvious, and one understands why he abandoned 
the term. Vet it lingers on in general parlance', and ! 
am convinced Bergman had it in omul here,) My 
refusing to continue with the pbv. Hisaht-i is reject 
iog her 'correct position m the Symbolic t frder. 

As Llisahci is often |H, r rceived. as a "monster, evil 
and sadist i c (a suss of the character which the film s 
second half regrettably nukes partly re ruble), it is 


^ Si mi ( j j; I Rjiimi* .iiIi^Il - HinEk!l III ihs’ pre Vl K lU 1 LiiikUim .v 
mmik-r iii tRFiial i iriiF-v whiiL I lose never wen ilulknpxJ. Ilo 

.i-L l 4 ■ 1 1 r i c ni ihe ip ill i hr film n L-STiemdv umfwwdr juin- 

tilifsp, li|t* i he itiiniduuon imapci wlUi tSurw- nl ihe Iqww tlrtln 
fin i t rof it* wsi|wt T iiv jiilL ir n \ IimIhi wlm Ainu * t^U « j 

Ifei H J Jii t fVr^t 
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important in that. initially .it least. 

Bergman mviMs her with qiusi k'mii qualities ol 
intelligence, integriry, um\jmsmn. jiuI even nohili 
iv. I his is vs e j lil oh cd in [lit pii vil<rg^rJ moment 
when we fits! see Itei alone, outside Ainu s point oi 
View. Ainu Visits her in Iter TOom. drawing 1 lie Lfc.tr- 
tanis lei in |he sunlight, shattering (ti her in her 
cheerful » han.il way. the sinully ■Mnstiuned n-ereo- 
type of (he "gom! little nurse perfect in her (rain- 
ing, switching mi ilu- radio beside llisabcfs bed. A 
play is in progress, perhaps a fragment of a soap 
opera, in which a woman is begging lor forgiveness. 
Alter a lew seconds h lisa bet begins to laugh. silently, 
scornfully, bitterly. Ainu interprets the reaction 
purely m terms of "Kid acting, not question mg llie 
k, mi tent, and when I lisaliet (m ofcse ol her abrupt 
c lunges of mood) angrily switches off I lie radio, 
treats her pattern to some trite, well-inicminned* 
condescending remarks about the importance uf art. 
lx is clear, I think, that Almas i interpret at ion of 
Klivabei* reaction is incorrect, or at least inconi - 
pie te. Whar 1‘ I tsahei linds, first funny, then in ha re 
atiitg, is noi merely the acting but the play s stereo- 
typical reproduction of patriarchy's prescription lor 
l lie cure anil incorporal ion into "normality" ol ifie 
transgressive woman, to ask forgiveness. Alma then 
finds Mime classical music (nice and soothing. so dis- 
iract a dillicult patient from her psychological prob- 
lems) and leaves ibe room. 

I lie music is the slow movcmeni ol Bach s V 
major violin concerto, and its potential effect is 
quite beyond Alma's comprehension. I noted in my 
I look on Bergman die importance lor hint ol I tacit, 
in the later films, from 7 hrou^/t *i GXtu / Jj irkfy on. 

J hree instances seem especially apposite: the 
mo me m iri //v Silrwr w 'hen hsterf Ingrid Ihuliri.m 
the desolation of her life and a Its reign hole! room, 
listens briefly in the (loldhcrg V ariations on a tran- 
sistor radio; the niomenr in t.'ries W/fispm of 
passionate “lesbian 1 com act between the two sisters 
(1 hulin and I is UllmannL celebrated by the surging 
on the soundtrack ol one ol (he suites ioi unaccom- 
p.irued cello; anil ihe perform aiuc of another ol ihe 
mules in Autumn StmM |hal marks I he one mom l ! m I 
m ihe film of repose and togetherness, wrought by 
the music On one level ihe use of Bach's music is 
consist cm i through ihe films: it signifies lor 
Bergman a possible transcendent wholeness, a spiri- 
tual potential yearned for but forever beyond the 
characters* reach. Bui las lotiy French remarks in 
his supple and sensitive analysis of 'f'ftrttugi* d G/j/jj 


Dtirkfyin ibis issue), ihe specific piece is no! exactly 
condoling, certainly not “nice and siimhirig" to any- 
one sensitive to its nuances. As l lisa bet listens, her 
face seems to reflect lor a moment the beauty, com- 
passion and nubility ol the musk, as well as its qual 
its ol yearn i tig. I hen she abruptly turns on her 
h.iL k ami covers 3iei face vc it It her bands in a gesture 
of despair, aiul the image gradually darkens until her 
tea t ores a re i ihv. u red. 

I he rich implications ol this moment rf know of 
no artist who, working at the peak of his/her creativ- 
ity, can pack more meaning into an apparently sim- 
ple, almost “empty ‘ scene) are developed in the sec- 
ond moment of" intimacy we are permitted with 
1.1 Isabel, outside Atm a s Consciousness: the 
"Vietnam* scene. I should say here that I can i lot 
1 1 till vu Hubert 1- C-oheit (in his coni muou-sly stimu- 
lating and perceptive, and meticulously researched, 
Ittgmar Bergman: I hr A rt of CanfrtiWf^ 1 wjync 
Publishers 1993} in confidently asserting that this is 
l lisabei s “nightmare": one has only to invoke the 
freedom from “realist” constraints that modernism 
permits, and die high level of stylization Bergnun 
has by ill is gtoini established, to accept it as a repre- 
sentation ol waking experience. But ultimately it 
doc&n t ni alter. “nightmarish* the scene certainly is, 

Klisabet paces her room nit night. sleepless, trou- 
bled. her hands clasped and pressed to her chin in a 
gesture of frustration, as if she doesn’t know what to 
do, or whether whai she it doing is any sort of 
answer. She moves to the door as if to open u 
deciding, perhaps, ro abandon her stance and make 
Lonnct. h he 1 1 she turns to the images on the lelevi 
sion: ji newsreel showing ihe self- 1 mmoLi urn of a 
Buddhist monk, his will s o sin mg thai he can main- 
tain ihe gesture of an arm raised in protest even as 
he burns agont/ingly to death. I^ks she empathise 
with his agony, even as wc (surely) empathi/e with 
her appalleil recoil: t >r see him as carrying her own 
protest to its logical conclusion, a conclusion that 
obviously ic miles her: It is esidem. in ans case, that 
she partly identifies ssith him — with his agony, his 
protest, his ability to go all tlic way — in his aikiiowl- 
edgenu nl i>l the rn.tscoimisl horrors of a world ciur- 
acteri/ei.1 hv aggression, ijoniiruiuiri and mindless 
cnielty, and in the possibility of passive protest and 
the awareness of its probable uselessness, 

I here follows immediately she scene of the hus- 
band's teller, read aloud in her by Alma, confronting 
her with her “correct," rejected role as wife and 
mother. I Tit husband is sympathetic but uiicnm- 
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prthi L ndin^, quoting a remark of K 1 1 sabei s made 
slimiK before her withdrawal as it it were entirely 
devoid ol ambiguity or |‘KWsiblc in my: “Only now l 
understand what marriage is about." Whal he has 
learnt from her is ihat I hey should look at eaelt other 
.is il chev were “two anxious children, in II of kind- 
ness and gLwnl revolution*” — including. presumably* 
the resolution to "he a good girl. He then .ok* if 
she “remembers saving .ill that," suggesting .u least 
[fiu possibility that sfie didn’t. iHjm he is imposing on 
h er h i v own interpretation; it muss * E r l ke us J s 
somewhat incongruous that she Followed such 
remarks be “grabbing .it his belt, presumably m a 
gesture ol aggressive sexual desire or desperation. 
She crumples ihe letter and tears in two the enclosed 
photograph of iheir son, 

Bergman moves at once to the scene wiih the 
psychiatrist* the most obvious logit ot which b in 
follow Eli sahel's decisive rejection of ihe it ad uioii.il 
female roles with iiv contemporary' alternative, ihe 
"strong” woman who has made her way in the man v 
world, on its terms, wit flits yet another overwhelm- 
ingly patriarchal institution whose main futwimfl 
has been that of restoring its patients { victims*) to 
“normality 1 " rather than m health. She understands 
Elisdbcl alicnii as nmcfi as the psychiatrist at the end 
of I*wr/i0 understands Norman Bates, and with 
much the same aim, thai ol explaining her away. At 
least she is less eomplau. ni, as it the struggle to keep 
at bay all the realities that lie beyond and threaten 
the concept of "normality * were a terrific strain and 
won only at great human lose, To understand 
Kl isahtt would be to see that concept shattered 
irreparably* she therefore resorts to a brutal, biller 
sarcasm* crud. insensitive and repressive, il perhaps 
necessary br her own self -dele nee. I Ihe character, 
who appears in ihe him less ihan five minutes, is 
surelv among ihe most hrilliam “cameos in the cm 
etna, a whole life, and the necessary judgement on 
u. suggested with extraordinary economy and preci- 
sion), 

Alma, the good little girl who clasps her hands 
behind her hack as she attends to ihe instruction* of 
her ,L headmistress” iri a classic stance ot obedience, 
accept* her conditioning without question. She ha* 
chosen one ol the professions considered appropriate 
for women, whose duty ii i* to serve; sfie id etui lie* 
lurth wiih her own mother {“My mother was a nurse 
Limit she got married' 1 ) in the “correct Ocdipil 


way, and with her mother-figure*, the retired nurses 
in (he home she describe* to I Jisabci; '.he automat i- 
calh assumes lit scareelv seem* ■* choke) that *he 
will marry Karl- Henrik and hear Ins children f h* 
not fling to worn- about. It s so sate )- E lie contact 
with l h*a bet al once rescues her horn this fate and 
condemn* her io the desperation ami torment 
which, at the end ot the film, she may or may not be 
ready to transcend, I he film land Hibi Ander-sonl 
is quite extraordinary. I think, in suggesting that, 
white on the surface Alma is Fully acquiescent in the 
patriarchal order and ihe woman's ignominious role 
within il. deep down she ha* always been aware o( 
i his falseness; Hlisabei disturbs and frightens her 
from the first moments of contact. 

Hi i saber is a deeply disturbed woman. Hence a 
potential I v dangerous one. h is greatly to the film s 
credit that it makes no attempt to "explain her in 
terms of personal psychology: her resistance to 
pat Hardly, Iter refusal of the "dominant ideology, ’ is 
sufficient, llitjsc who remain comlonahly within it 
canned understand that. I have been during my life 
both “Alma" and "hlisabct, and I understand it 
very well. I jIvi understand that “Ainu will always 
he a part ol "‘Elisabeth just as “KHsaHet has always 
l^ceti a part of “Alma." Hie ideology is our home 
the home in which w^ have grown up. While we- 
re main wiihin n, however constricted we nuy feel, 
we "have nothing to worry about. It * *o safe”; we 
know ihe rules. As soon a* we step outside, 
renouncing n, we ase alone, there are no rules any 
more, we musi discover new one* or construct our 
own. Though levs abrupt* it is a* lightening and 
disorienting a* the experience of birili must he. 
when the infant leaves the security and warmth ol 
ihe womb for a strange new world in which its first 
experience is usually to gel slapped .ind made to 
scream. I .ike birtfs, it is also j necessary' one, if our 
civilization is to progress. Hence the ambivalence of 
our feelings toward I lisa bet: she is dan gem ns. 
frightening, “other." yet admirable and necesvarv 
fit is those who re I me 10 see the two women as 
more than “characters,* to be judged on i he level ol 
personal psychology and behaviour, wfio find her .1 
monster.) What Bergman cannot do (because he is 
a man? — because he is Swedish? because he is 
Bergman?) is dramatise the possihility of construct- 
ing a new “home" of solidarity and mutual su pport - 
iverte**. It can never be as secure as the home we 
have relinquished, since it lacks the sanction of ir.i- 
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dim in. ye e ii makes Idc and further development 
possible. i[ ciuhlcs us to develop out vrcalkits, nm 
ncgaie ii in impotent rage. It is surprising, however, 
how tii the 111 in pots .h lei^i through its first 
lull i ik i tie piwsih i I i < y . 

klisahci * rejection ol her role in die patriarchal 
sinter is remarkable complete* refusing .ill com prom is 
es: one might sev her rigor as die |Kjsiiive js^h-lI of tier 
r U 1 h less ii ess , l n see 1 he r lj I h less ness { wh ii. 1 1 ,l 1 1 In 1 1 
destroys Ainu) as ils union mute eonxs.|uctite. Before 
her silence, she hjs rejected Imth marriage and moili- 
er flood, and run merely as abstract ideas, I he 
moment when she deliberately tears in two the photo- 
graph id her diild is deeply shocking, registering ihe 
hiLJi jliiy, i lie sidling of natural feeling, the psychic 
tost, which ihe rigor enforces: she canilOE allow herself 
to gel sucked tusk ioio die tile she fias rejected . .11 id 
die eiiiolions that belong m it. (1 dull return to 
Bergman s attitude In motherhood Idler* as ii becomes 
a crux of the dims laier episode*. ) Her si knee is die 
logical culmination of this process, at once the most 
rigorous statement of her refusal to partiupale in a sys- 
lern she rcpudiiics and a retreat die silence becom- 
ing as much a ptoieuive harrier as an assert ion of deli- 
arise, Ii also sin kingly anticipates [he position thai 
certain Is mi nisi s have develo|ied ooi ol Incan: Ian 
guage itself is patriarchal, the aeqtibuion of language 
being .i decisive slep in entry into die Symbolic i )rder. 

I he quandary tfih produces (it language is pam.inh.il. 
how can a lenriiiisi speak') is not only Hisahct s. 

The Beach Qigy 

I he chunk in Alma s ideological armour is her 
memory, full shamehiL full nostalgic* ol the so 
l ailed "orgy" on [lie beach, her otie pnieniially lib- 
eral mg experience, though she cannot afford to rec- 
ognize ii oi those Eeirm. Its sign ilk a iky lies in the 
[ho rough ii ess with which it breaks every traditional 
nile ol sanctioned seXU.lt eolkdtJc E . It is rem.irk.lhU 
sv-si eiEi.u il in dm. I. .l/awjfprmv. Not onU is Alma 
" LI 11 tail fd oT to Karl -Henrik, she has sex with iti r o 
boys in quick succession. 1. Prtt^uy. I here appear 
to Ik 1 no spectators, bin the .winny lakes place on a 
public beach, b mw^y, NX'v are not 

told ihe ages of ihe two hoys, hill ii seems Jear 
{from the word "pnjkar" and the fact that they need 
encouragement .md guidance) diat ihey are "hoi V 
in ihe liieral sense rather i han the sense in which a 
male ol any age may he Lulled a “boyfriend pre- 


sumahh in their earis L teens, just pubescent, mex- 
pciierned. i. Art/tr ftntiiit ±txu*dity. i he women 
throughout lake die acme role, encouraging the 
hovs lor the it own pleasure and reveling in their 
own sexual its outside the hounds of male desire, h, 
f rraitp -ev. I fie women share partners* and it is clear 
I rum Alma’s narration that much of die pleasure ut 
ihe encounter comes from sharing, w ait hnig each 
other, panicipjiing eniothmalh and senstiulh in 
each oiher's enjoy mem. Hence h. the 

women do not base actual sexual com act with each 
other* bn i i hey be side by side rhrnughom and it is 
dear that much of the stimulus arise-s from ihis close 
physical pfoximily and the pleasure ol each in the 
other's pleasure. 

Ihe "orgv” on ihe beach fiursts all the fsoiids ol 
social convention that restrict the tree expression cd 
human sexuality. Hut more important sijl] are the 
i wo ways in which Bergman caps Alma s narrative. 
She i ells hli sahei thai alter she goi home the same 
might, she and Karl- Henrik made low* and it was 
betlcr than u had ever been before. Alma limJx ihis 
surprising hut it is perfect ly logical: lar from damag- 
ing the couple's relationship. die encouiiier on die 
beach improved M by freeing ihe woman's sexual 
desire. Ineviiahiy. social convention was tcslofcd: 
ihe ta^i id the en counter couldn't be shared with her 
lover, and Alma, finding hersell pregnant, had ao 
abortion. Ii may seen incongruous in describe an 
abort ion as die restoration ot social concern ion, hut 
u is clear here. I think, thai the motivation is less 
Alma s reins lance to have a c fuld dun die inevitable 
uncertainty as to the child s pare ru age. 

J fic other way in which Bergman caps due oar ra- 
tion i* by concluding ii with the ewe* women in Ik's! 
together . and with the rirsi intimations id lesbian 
contact (if noi necessarily “sexual," rhen certainly 
pfi ys half. Al nia re 1 1 ces fie r e xpe rienc e by reei m n i i ng 
!T io I Iis.iLh'I, and it is clearh I lie acl of dunwg dial 
makes possible the women s pfivsicaJ von tacit 
h lisa bet, touched lw Alma s shame ami ton fusion, 
comlorts Iter by stroking her fate Jifctl taking her in 
her arms. It is, on one level, a maternal gesture, a 
ren under that die source of lesbianism is in the ini i- 
niaie contaci id mother and child. 

The Lesbian 'Tantasy” 

I lie scene in whkh Alma, waking in die night, 
wes I liN.dK'E coming into her rimm and if ley caress 
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in front of a tnirmr is marked as a privileged moment in the film. It is ike first moment lit we leave aside the 
pie credit and credit secjuencc.id whose *i atus in relation to the iurr.ii a e s reality ts u Elect lain* and this li liter • 
uitiEv k underlined hv a stvlistie break: instead of ike clear highrdel suit ion images skat have characterized the 
sisiial style up to that pmu. ii has a mistr. dreamlike quality, Hut its stains as dream or hal lochia lion is not 
idear either Ainu first gets up br nothing more unusual than tit get herself .1 drink of wau , r fc and the mistiness 
IS rai ion ally accounted (or hi [he sound of a d 1st am foghorn, El am id pares [lie notion of fusion [has will 
become so prominent laser (and to which is wnn to me undue significance has been attached, hy critics and 
by Bergman himself): Inn it does so in a scrangly positive way, she intermingling of site two w omen in a ges- 
ture of great lender ness suggesting the mucnal idenislk atioti bom which Alma will later violently recoil m rage 
and horror, yel remaining here less a matter of “fusion than of i minute togetherness. Most iniporuitt, it rep 



resents 
in a mirror 


die one pthitur memory that Ainu retains ai the end ol‘ die film, reliving it as she looks tor the Iasi rime 
hdore leaving the hcich-haiijit< and reacting with an expression of regret and loss. It the film leaves 
us with anv hope for Alma’s future iris surely in this retained image of le male togetherness. 

Is it .1 "real" experience or Alina's fantasy? NX c cannot, I dunk, be absolutely certain. If we incline to the 
latter it o largely Inxause, when Alina a.sks her if she visited her in the night, 11 Isabel shakes bet head and looks 
puzzled . and she lias mi mi mediately apparent reason to lie And Alma is [lie one who has so much to gain 
from achieving idem icy with a strong, independent, emancipated woman. )et the film implies, through the 
specifics of cinematic progression from image to image, that Llisabet has also I ecu c fired from an experience that 
nuv not have happened- I he shot that i mined id rely follows the nocturnal lesbian encounter is a close-up of 




Her. on lilt: rocks bv die sea die next morning, uk- 
jng a phoft >gn ph J i ree i ly in eo cim era: p fn ■ n Kgi ap h 
mg ilit.' v|H\n.icof, pet ha ps y hm jIhn more dircsrlv, 
photographing i lit' cameraman, and hi implic at ion 
dii- direvior/si. reeriw rUer, die males who presume In 
control he r bndi .is ills, charai. ler flisjbel \ oglef and 
as the juctrcs J tv Lllrnanri. Never has the male ga/e 
Ix-eri returned more pointedly, empowered directly 
(if we respect I he sense ol the editing) by lesbian 
togetherness. 

t jiven the radical breach of that moment die 
look si night into camera je ihc persons controlling 
and viewing i he him it seems possible in question 
the authority of I; lis.il tec s subsequent denial o I 1 ihe 
nocturnal encounter. I have tried I wills the help ol 
vidtuupi 1 ) the experiment n I watt lung Iwite in slic- 
ccpitm i be moment ml denial ([.liyltct/Ullnunti 
shaking bet head}, the first time assuming that she is 
telling the truth, the second nine assuming th.it she 
is lying because she cant cope with the ini plica- 
tions the responsibilities — of a close relationship 
with Alma. I hc image works perfectly both ways (j 
perfect validation of the w Kuleshov" eJtj^rillldlT?). 
One has tci ask, I hell, wild her die ambiguity til die 
nouurnal union represents a hilly achieved artistic 
effect filial is to say, of realized significance its the 
total context of the Him) or a hesitation, perhaps a 
I ear. on the part of Bergman, for flic ambiguity 
makes possible the hint’s subsequent perverse choice 
of narrative route, its descent into types of material 
ihai arc disturbing in [he wrong way disturbing 
not because they confront us with an awareness of 
the horrors of our civilization bur because [hey draw 
ljs iiuu unproductive Jnd esse n nail v morbid so ri- 
al olisessi oris, at the sjme time — and js necessary 
corollary — rejecting any possible alternative move- 
ment toward health, 

When 1 wrote the book containing [he earlier 
account ol Pmonti I failed sufficiently eo acknowl- 
edge die ways in which Bergman's astonishing ere 
jEivuy ft fie tea I tty ol which cannot be doubted f is 
tefieatedly thwarted in the laicr films by neurotic 
blockage, tn certain films this lakes a very precise 
form: the blockage is literally enabled m the films 
structure. I here is a strong positive movement 
towards health , abruptly halted by either a hiatus 
( / /j r Vwwr. /-I Pdtwwi or the unprepared and arbi- 
trary' introduction of a new plot development i //**■ 
fitiiiM, followed to turn by tfie revelation that 


"everything has gone wrong"- the "going wrong 
produced not bv“ any sort ol narrative logic but by 
the arbitrary intervention of the author (literally in A 
Piittifttr where Bergman's own voice tells us that " Six 
months have gone by and ..." f, 

Ptnottii is a slightly different case because here 
the shift in tone is not unmotivated: whether the 
nocturnal visit took place or iiot, Alma lias clear! t 
misread the </ry*rr ol Hi sahci s involvement w ith 
her: and the fateful letter {especially if we cake 
I lisabet s failure to seal it as an unconscious wish 
that Alma read it) is I. lisa bet s way of distant uig bet- 
self from .1 relationship that is beginning to threaten 
her. All ch is, and .Alma’s response to her illicit read- 
ing of the letter, is plausible enough. One may ask. 
however, whether it is tun altogether loti flimsy a 
pretext to Ix-ji the -symbolic and emotional weight 
ol all tii.it follows. Hisjbei s self imposed silence 
may be theoretically admirable and heroic (chough 
useless) as a response to the horrors of a nusculmisi - 
duniin a red world, hut when it prohibits dll ex plana - 
lion and discussion with another equally distressed 
woman ii becomes perverse cruelty, its original 
motivation point levs in such a context. And one is 
forced co ask whether Bergman himself is not 
unhealthily compile ir in the cruelties and the 
anguish that overwhelm [lie films I L lid I third 
whether ilu- combination ol sadism and masochism 
I h’ longs less m die hcfional characters than to t licit 
(male) creator. Repeated viewings (I have found) do 
nothing to clarify the obscurity of the "live episodes” 
where the film moves into a dimension of psychic 
fantasy. My own experience has been that the film's 
first 1 i,i If ice jins us fascination and its resonance, 
while the sections following h Li sahci A perusal ol the 
Warsaw l diet to photograph become increasingly 
difficult to sit clirt] ugh, not because they arc disturb 
mg but because then Vic Id so tittle, are merely 
unpleasant in the worst sense. JS representations not 
of [he horrors of existence but ol the artist s own 
sis k ness B U1 which he permits his ant henlic t realm tv 
in drown. 

3 ? aniculjily obtrusive and I in the bad sense I dis- 
turbing and, I might add. on repetition teritfjf — is 
i he episode of the ew ice -told story . Ii is surely [he 
passage in the film ih.it most taxes the viewer s 
patience, ns insistent and re iterated morbidity far 
exceeding any meaning one may legi lima tel y extract 
from it. 1 he meaning, however, such as it is, consti- 
tutes j significant pari of the problem: the horror of 
Hisabet that the film communicates here {negating 
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jII i he character's A'.pctrs) is motivated sole- 

ly hy the accusation that she was a had mother, and 
the sequence culm i nates in Alma’s .appalled a wj te- 
nt-'.?, (and hysterical rejeai^n) ol ihe notion tbal she 
and Elisaher ire somehow idemkak the only possi- 
ble basis for which is that she once had jh abortion. 
Worse, one un not help wondering whether, on 
ims me (perhaps unconscious) level, Bergman equates 
whjs Hliubct is dieted to have done to her child 
with tfie fate ot the voting buy m c he Warsaw 
( j h e 1 1 o . All sense of the admirable aspects ol 
l liiibet and her protest is here submerged in 
Bergman's animus against j woman wbo reflated the 
ml e eiI nurmrer. 

I 3 i.ii something damagingly personal tin the nar- 
row sense ) here throws ihe film askew seems con- 
firmed some years later by une of the worst films of 
Bergman s maturity. Autumn Senate, Bergman's 
initial project seems to have been m balance, while 
pitting against each other, two enihiitcred women 
(mother and daughter) and I wo great accesses 
I Ingrid Bergman and Li v Ullmann): ansi for its lust 
hall the film seeim also to be attempting a corre- 
sponding balance ol sympathies (which it also makes 
a feeble and totalling unsuccessful ai tempt to restore 
in the cross-cutting of its conclusion). Progressively, 
the balance collapses, and ihe him degenc rates into 
whar amounts to little more than a hysterical dia- 
tribe against a woman who neglected her children 
tkit her career as a great concert pianist, I he parallel 
wit h Elisabei is obvious: the Charlotte id Autumn 
Sonata is virtually jn ekborjiion of the “twfcc-itold 
story, 4 * The worst thar one cjn reasonably say ol 
Charlotte is lhal she slumld never have married and 
had, children in the first place: presumably, tike 
l\ lisa bet. she allowed herself iu Ih . 1 propelled into jii 
inappropriate role by conventional estpeemions of 
the “womanly.” Yet by the film s clinus every evil 
has been heaped upon her. culminating in the ludi- 
crously irrational charge (which she. equally nra- 
liunjHy, is made to accept) that she was solely 
responsible for her younger daughter s incurable, 
and surely physiological, degenerative disease. 
Ullmann's summation ei! her mother s evil (which 
ihe film doesn t explicitly endorse bin certainly 
doesn't contradict) has to lx- beard to be believed: 
“People like you are a menace. You should be 
locked away so you can't do any harm, h is com- 
mon knowledge ihat Ingrid Bergman tried to rebel 
against the burdens of guilt and wickedness heaped 
upon her character; her own personal history might 


suggest that on some level I conscious or uncon 
scions) Bergman was using the actress herself in a 
particularly cruel and malicious way, (One might 
comp Lire very favourably— Rossellini s complex 
and sympathetic ways of building on that same (>cr- 
sonal history, especially in Eurvpa /. ) 

icli a naiveie quire astounding lor an ariisi of 
sikh proven intelligence, Bergman in si Hied in .in 
interview that he does not fuse an ideology (one 
mighi as well say “I don’t have j nervous system"). 
One must assume that he mistakes the ideology that 
has consistently circumscribed ho achievement 
what one might define as “the ideology id the 
human condition 1 * for “[ruth"; human relations 
are simply lih that, it has little (if anything) to do 
with social organ iiar ion (let alone the "economic 
hase") T or wiih the construction of ihe individual 
piyche within a specific cultural formation, ansi 
there is real I y nothing much anyone can do ahum it. 
In the first hall of Prrstnut (conceived, significantly, 
in the wake of a severe illness and breakdown) he 
comes dangerously close to challenging this ideologi 
cal position; the last third (formally the triosi "pro- 
gressive" work he has ever done, if one equates \ m*- 
gressiwness with avant-gardism) mercilessly re im- 
poses it, 

I nd note: This article is Irani my work-in -progress. 
Fowavd t.ihfraiioH' Sfxwtfl Ptilitii'i umi Narraiivt 
Film, to tsc published by < olumbu University Press 
in mi 


I n the Readers. 

In set right a possible misunderstanding: E was 
working m Mexico at ihe lime id the collective 
meeting to which Ms, limning refers in her note in 
the last issue, and played no part whatever in insist- 
ing" rh.it she publish my contribution. 
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Suffering into Ideology 



l>v 'I <niv I'renrli 


SJwm r ru Sptfpi ("As in 
a mirror.” usually translated 
as Through a OXv.ii Iterkly) 
came out in ]%l. Set on .in 
island in the Kilt it, ir has 


t£ 

5 


ftnir t [iAr.icN.Ts: David, a novelist: his daughter 
kjnn, married m Marlin, a psychiatrist: and his 
kvn.igi' son Minus, 



r 


In r ,l brief Iml id.iv and m finish his latest ikivi'L I le is 
inn vet considered a great novel 1 st. And in judge by < 

she sentence we hear and see him suiting .irid rev tit 
ing. alter being Lip .ill night, he isn't even a gn^nJ one. “ 

striving, in the given case, to polish .i sentence “She 
came running toward him. panting with expectation, 
scarlet -faced in ihe keen wind — whose real faith is 
tliat it is shot di rough wish I'me Romance sent imen- 
Lalism. W e hear slur a rclaiai inship lie h.L- apparent b 
been basing with a young woman, .Marianm. 1 , has col- 
lapsed: be is insommaL and in pam, witfi a dtiidoul - 

ulcer;. and, as the store goes on, bis .ippjrcm itiau- 
ihemkiiy as a person becomes, sm.h is Bergman s .irad 
Gunnar Bjornsirand s genius. pretty well as painful ict ^ 

us as it is to him. z 

Marlin comes sell -con fide nily from ihc assured 
professional world of the polyclinic: his told, closed, 
composed self (so different from David* wiifi hb 
consianf play of leature. now falsely cheerful, now 
bewildeti'di now tasi down) presents itself through, 
nr hades behind, horn- rimmed glasses which are so 
strong l hat when lie lakes I lien l off he screws up bis -5 

eyes 10 peer helplessly ai a world, ai people,, he san 
scarcely grasp except in clinic jI terms. Nor is he, as 
David is. much aware of 'his own inadequacies: it 
would be quite impossible to imagine him 1 tying, as 
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Bergman’s 
Sasom i en Spegel 



I WL recent lv my* f*r li.iv. ru commir MiickJf and ibere 
losing courage ,n 1 1 iv Iasi moment, 

Karin rhe one's J-iugbicr, the mhcrV wifrs — kn a 
few works sinuc been discharged from j clinic where she 
has been having treat men l including t-O', lor schizo- 
phrenia, from which her mother also mi I fried and h ■! 
which she dk^l, It is ort her that [he iwu older men, 
and her brother (and the him). hstus i heir aruivuev is 
die really Ixitet. at least lor the clitie king? Vt'iil she. or 
rather m/wij will sht% rdafwe? um they do anything lor 
her in jXrsonal arms? should they treat her and ies|miid 
to her .is ,i normal person? i^n't I here something in her 
bring that ut itself reproaches and unsettles e hens 
unsettle* them not merely ho. j Lise Karin is ncces-sarih 
unprcdic cable but also because she is a walking 
reminder id crevasse* into w1ulJl far more uniliilcnt 
personalities are afraid to look lest they (.ill? I Lima 
Amlttsyin pi, o s kann not at first in the least cwitchy 
nr strained in her demeanour- in a W.n [flat suggests 
she is receiving Eransmissions. intuition*. (nun a source 
unknown |o the male*. as her ear* ihv|Kr,KlHC since her 
treatments i strain lot.iuh something Ixyonci the pm b 
of our bearing, and her laic umieningly responds now 
to the seed ami HOW TO the Other reality, her dark eyes 
always scar Jli tig to see llui’Ugh the first |t> I he second, 
as though the visible world were .I glass through which, 
or j mirror in which, the imth were Jimly mfr wen. 

Her voting brother Minus, 'fifteen tears old and 
two metres talk tormented In ses. seems .ie hr sc the 
least intponjnr of the foursome, jltlmugfr trom the brst 
i[ is plain that he relates to Karin wish a sensitivity— 
which includes a wincing awareness ol her sexuality 
ih.ix the otliers hardly approach As live story' gist's ori, 
his moral stalu re begitls to equal his physical itnd, at the 
end. Ins last words are the Him ‘sr — though whether they 
give or are meant to gi ve a credible closure: is, as we sli.ill 
see. another matter. 

1 shall convenrraic on h.di-a-dozvn important 
sequences. 

f he 1.4 rii ib gather outside their cottage for a din- 


*9 


ri nr .sc now 


net ocKiked by David, Minus taeilnsly joking that he 
should write cookery book* instead tit novels *o Hut 
the meal begin* w i t K Disc gaiety and then veers 
towards reproach a* David reveal S that. mintin' to his 
promises, he'll soon he leaving I nr Yugoslavia. He 
lustily gives l he others presents he claims he brought 
i hem from Switzerland. excuses him*e!f, go-e* indoors 
and while they disparagingly suggest Hut he irally got 
them in Stockholm and that they're unsuitable auy- 
way. hursts — we can only see him in silhouette and 
through Hit 1 doorway into loud animal tears. 

I e is an ext nurd inary and shocking moment: the 
centreless man, incapable (a* we think) of a true 
response or even a genuinely thoughtful gesture* turns 
oul io be .It least as aware of his plight , 1 * his relations 
are. Unexpectedly, if so tar only for a moment, we 
see them Hi rough Ins eyes, rat her than the reverse: and 
in this way the film hints at it* basic emotional strut- 
tore — a succession of partial {and partially overlap- 
ping) views of each character, now from his/her view- 
point, now from the others ; and, embracing them all 
with astringent tenderness the film s. 

There billows the play-sequence: for David, his 
two children {accompanied by Martin on a guitar) act 
a play Mititu has written, fhr Anittk Hduntmfr or 
The funeral Vault of flluntms. Kirin. Irani inside J 
summerhouse no less dilapidated than the cottage it 
serves, spectrally plays the ghost ot j Castilian princess 
(''dead in childbirth in ms- thirteenth year h Minus 
plavs lief once- mourning husband, now consoled and 
an artist. She promises him eternal life if he wall join 
her and renounce the world; hut he '•tart'* in wonder 
what he would be sacrificing hi* life for — eternity? 
love? an? So he opts out. and the princess return* dis 
consulate in her mausoleum for ever. 

If David s presents to his family were careless, 
their present to him is only unj pointed, as lie notices, 
hiding his chagrin under lurked enthusiasm: 
although . with the possible exception ol Karin. They 
don’t grasp how rheir play reflect* back on them ton. 
II David isn't the kind of artist whet w ill sacrifice him- 
self, only others, (or and to hi* art . Ins son and son-in- 
law arc equally hound into their ow‘n egotisms: 
Martin into the self-esteem of his medical career, 
Minus into his sell-absorlied adolescence. I hi* is a* it 
ihould Ik. in ihi* most human of worlds. Karin is the 
only one of the lour who is prepared to follow her 
im psi I *e* where t hey take her, I O vi rn u l dcat h . 

The family dis(*cl-*e: David to try and finish his 
novel Him ugh the light long Swedish night* Kami 
and SI art in to bed. As WC follow them to their bed- 
room it becomes clear that Martin bas little idea how 
in cope with his wife’s condition except as a doctor: 
but lie does try, in bis own way* which is perhaps 


made in seem more inept than it is by Karin * *ensc of 
being trapped ("the owls... Link ar you out ol their 
vefiow eves”) and beyond all help, and by her under 
standahle xcmiuviiy which makes her reject hi* 
endearment, "dear little Kai*a. a* in hi utilising her, 

I o his physical desire she cannot rescind at all. 

At first light, rising up at the unearthly voice o( a 
bird, she steab Upstairs through .1 I a riding with form 
tn re under dust -sheets, into an almost empty Timm 
widi a window through which the rising *un light* up 
the leafy old wallpaper. Karin * tase. .11 once gaunt 
and scmsn.il. reverent and amused, strong and help- 
less, turns toward* a slit in ihe paper from which 
issue, punctuated by a distant and clearly real ships 
horn, thin whisper* which we. by now hearing 
through Karin's ears, know the other characters could 
never hear. As vivid tongue* of fire run around the 
slit, Karm first clasps her hand* as d in prayer, then, 
making an inarticulate noise, run* iheni over her I*hJv 
before sinking down, thigh* apart, in ecstasy. It'* a 
moment that doesn't just exhibit her bin makes 
poignant her need for warm sensuality which Martin 
can not give her or she him. Whatever is in I he fuofti 
cam she tin tiks. 

Karin finds her father downstairs taking aspirin 
and wrestling with his novel, also apparently about 
erotic joy panting with expectation ... ) hut nei- 
ther real nor imaginary, just fake. His very body 
rebels against the falsity of bis lilt — hut he knows it. 
After he has gone out to take a breather with Manus. 
Karin read* his diary and finds that her case is hope- 
less. as her mother's had been, am! that hei father is 
appalled at In* desire to observe her disintegration. 
I Set descried kxik. in which there is a suggest ton that 
her *uspic ion * have merely been confirmed, calls forth 
unco moling bach (the opening ol the second cello 
suite, which we have also heard behind the credit- 
titles). When she gi^es batk to seek solace ansi sup- 
port (tons her husband we again fed the impossibility 
of his position a* well a* Iters, especially when, after he 
has si retched the truth to console her and himself > she 
simultaneously throw* herself on his mercy, bursting 
into tears as her father had. ami taunt* him by sug 
gesting it would he nice il he hail .1 real wife whn 
w 011 Id comfort him and give him lots of babies, I he 
complex dissonant interchange between them it is 
mo long to summarize here — ends with her giving 
him a searing look of reproach which, in a mode typi- 
cal of this film* seems both wholly merited and gratu- 
itously truel. Ihe scene fade* out with Karin * eye* 
holding the light longer than anything else. 

So that by full sunup* when David and Martin sail 
for the mainland to get supplies, our consc iousness is 
unravelling like Karin’s. In this central sequence, a 
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conversation ixi^an she fwn older men in the l*oat 
separates the two pans of 4 continuous scene EVIWArn 
Karin j inn j Minns u liu h « occupies most ol 1 1 i ■_■ day and 
secs Kjrm't final assumption into madness. w >ih 
Minus being I he mediator tieiwccn her .m J Us, and in 
the end her vie 1 1 in or fiencfitiary. don't know 

how milt h he has .-lK r L.t Jl%‘ grasped about her condi - 
1 1 l>ii _ either Irons wh.it hv has been told or from his 
own observation not mush, it would seem.l 

Karin he ai\ his I Jilin homework. steals Ins |^i t I j-l- 
maga/inc .mil comments on it with provocative storm 
shamed, he loses hiv temper, she apologizes with 
gravel wild .is their eonverulitm drills on we, wiih our 
privileged insight, begin lo scllse sfl.H something Is 
crumbling inside kjnn, .i sense con firmed when, to 
extend Iter apology (or violating flis set ret by revealing 
hers, slie takes him upstairs to i he old mom. her ga is 
now 1 1 self suggexiirig lier lapse into the other world, 
that til the v hispering leases. 

The world slit* describes to Minus, die one on the 
other side ol ihc Will. is the opposite of her everyday 
one: bill of gentle and los ing people, some w ith radi- 
ant laces, w aiting for Him w ho wilt conic through the 
door; and she has. she says gmlnly, chosen 1 3 mi over 
Marti it. whom she has rejected . 

“Oh. a paranoias schizophrenic, once said a psv 
ehiatrisi friend ol mine, characterizing Karin, "bm 
niti&mi i#r}- that!” 1 holly retimed, "that s fuwv Man in 
sees her. ' I'he poim is — ihougli ol course ms friend 
was pe rt e l 1 1 s' rigfn I mm the common sense, the 
rediutively psychiatric, point ol view— that rhe real 
world Karin inhabits Un i. ro her sense, a loving place, 
iu>r is u even very real. Hv facial expression and ImhIs 
language I slu- cat! ael wish her Achilles tendons jrid 
her c e r s ical vertebrae) rhe wonderful Harriet 
Anderson gives K arin depths aini inretisines of led 
i rig. i ap.Luiies lor grace and sensuality, thai are ahnosi 
loiaLJs atvsem from everyday life whu.li thus io her. 
and so tar as we see rfi rough her eves to us too. has ihe 
ultimate cruelty of emptiness. It is a world ol shilling 
illusions, masks, shrink mgs, falsities; hv comparison 
like serene and expectant room- world is the real one. 
l nr ii ii isn’l. it ought to be. 

Yet Mums is there to keep lo firmly reeling amid 
reality and to remind us tfk.u we [no should probably 
be Inst not only in pity fun also in embarrassment and 
fear ikalkas Afot*tm0rfrJmis comes reprovingly to 
imridj. And it is through Minus' shocked eves . alter 
harm has setkt him away so that she can sink into 
wh.il we expect lo be eau Ionic withdrawal, ifiat on 
his return we Enid her se a riding m the room s doorway 
inquiring about his Latin homework, brightly. Ii is a 
dreadful moment. 

El's against our sense ol continuing hut utterly 


unpredictable unravelling ihat the conversation 
Isecwcen Has id and Martin takes place, with Mat till 
hitler Iv idling his father-in-law that Kami has lound 
and read his di.irv. and laundiing into an attack ■on 
him thak we sense lo be as much I fie oikECOme ot 
Kami > rejection of his love .lv it h lk| his rage against 
her fa ec or David's ^arelwMiew (“weak anil anxious' 
has bee ii Kaf ill's characterization of her husband in 
Minus a I i tile earlier: how tight, one (cels, but how 
inadequate! 3 xplieitk Martin claims to W' disgusted 
In David s bounising on his slaughter's psychological 
g rave his at tempi ret "till Ihiis] emptiness with 
Karins extinct ion" and to find, somehow, a bmi in 
and Through her plight, ihe I uni lie "Him wilh ill his 
novels, I here is nothing exactly uvwtfj' wiih what 
Marlin says, but ti dtjcsn t ai all cover the complexi- 
ties o( judgment lo which ihe film is stihjeciing I >avid 
I w e know alvoui his weeping, for example, and his 
painful sense of inadequacy as man ami writer, which 
Marlin doesn't! Alld David is allowed to get back at 
Mariiis by pointing out ihai logically fie should wish 
flis wife dead: and that he un i. (or prolessioffl.il fca 
Mins no doubt answering in lempcramciiial needs Ive > 
not aware of, allow himself to doubt his own i men- 
tion v — i ho ugh that, of course, isn t quite fair to 
Martin, either. Yei David's claim, at the end of the 
sequencer that out of his emptiness a “love" has l>cen 
Isorn leaves ns wondering alnnit the genuineness, even 
the mearnnghilness. of his disc oven . and our pus de- 
ment here carries through to she very last sequence 
(discussed below). 

Kalin's fnper.icUEe ears hear ihm rider inaudible- to 
Minus, and her gait as die walks up from the beach 
apparently to the cottage suggests slut she is drifting 
into her Olher world- ^ lie'll Minus goes, to liNik (or 
her fie can s find her where fie evideiiElv fears eo. in 
[he derelics riXTm, nor elsewhere m ihe ciitE.lge ^fie 
has fled tii an abandoned and foiling I h i,ii beached 
nearhi and iw tying hunched up in ihe dank hold. If 
she sun- Lit hug room upstairs iv for her trod s 
antec hamlnT. tins dark I kohl iv ilv awufllcTparl, us hell. 
Abruptly she pulls fact brother lo her a ml With as cried 
lace desperately .IflsWeTs his sexual need m an act oi 
love ap}mi.LL hi 11 g self -destruction,. A(terw ards Itrother 
anil sister vis appalled side by side -ts if mourning each 
other, vertiginously seen ai the far end of ihe hold as 
if .11 the fsuttoill ol a hole or rhe end of a tullllel. die 
rain heals down and Bach cuts through again* [he 
hrM time {apart from the credo titles} fi.nl marked 
Karin s exit from hope* when she lead her father % 
diary; this marks tier exit from anything hui simradiL 
sail I tv: and ihe lilial repetition will ail noun LC her exit 
from the (13 m and et fee lively from her own life. 
(I rdike nlosl extra diegetic music, the Bach here does 
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ttttf inviu- us m sympathize with the characters momts 
nr situation- 1 1 - anything ii against both their l-tvl- 
t n tis jjHj 1 1 li r tupauEinn^ ahum what such music will 
do , ) Now Karin is exli aimed js well a.s ashamed: she 
tells her duller when he and Martin come Hj.sk 
( Martin goes to phone lor an Jtnbuljmfl I hat she 
wants in mum to htthpic.il .1111.1 have ms more treat 
merits, since their only dial has bar to make hei 
I i \ L- parrh in the evervdav world and partly in JiiMih 
er, sOlliei imesi hill *4 loss' jnd soltleli mes full ol Viikts 
that evil her to do wrong. 

The ncxt-lasi and ehmaciis sequence i .ikes 
plate in the old room, whiihcr Karin has retreated 
.ifter evading Martin. As he louk’p m. a transfigured 
Ka nn is. w i i h revere n i rad i j n c e . a w j ni ug t Ii e l *i ul 
who w i LI I nine nut of the- cupboard; and she insists 
that liL't husband kneel hy her side and fvr.iv to Him 
too, while as a th nibbing noise fills the sks ihs- sup 
hoard door swings slowly open and th rough the win 
dow we we the predaton. shape of .i helicopter kind 
■ ng vertically on [side, though we .ire hy now s« 
engulfed hv Kami s consciousness that ihe helicopter 
terrorises us ton into "seeing it ^ a monstrous 
epiphany — j dm* e.v marhtttJ with. I iter idly, a 
vengeance- Ah hough we ourselves can t w anything 
come out nl the cupboard, we know, as Kami s 
expression changes to horror and disgust and she 
Starts Streaming* that whalevcr ir is IS more real lo her 
than anything. perhaps, could he to Martin hit to 
| )jvid, closed awav .is lllev {of course tkCiwiriK ) are 
from full h li man am bent icin', the one hy his rational 
outlook* i he oilier hi his need to full his uml with 
something edifying- 

Atier Martin* his glinting glasses looking thicker 
than ever, has given her a sedative injection., David 
and Minus holding her down, k.irill says ii was *i -^pi 
det that same out of the cuplioJrd. and it tried to 
penetrate her, ms eyes cold and S.il tin M.irtm dislll.in- 
ties Ins hypodermic. Ills face blank- hlie has scs '11 
t ,i mT He is a spider. >o, defeated, die puts on dark 
glasses for i he first rime iri the film: "hue to lace has 
been ton much* and even in a mirror is mure than die 
can beat, w ' i I ll Martin the hells ofirer hears her aloft, 
ass jv. .is Minus weeps and looks after them and Hath 
dlls the skv, 

1 lie final episode, between David and his %on, is 
puzzling. \\ ‘ h a i the faiher wys to the desperately 
upsd Minus is clear enough (though ii rakes place 
indoors and not, as the published screenplay indk 
tales, on the beach ^ t i«k! IS lose, love is t ohl. arid it 
Karin is surrounded by human loVe. lhat t*m help 
her. I he problem is whether we are being emmir- 
aged to KheVc rh.IT David's worth are true eiell lor 
him. let alone as a point nl moral no less i lun narra- 


tive repose ami closure lor die w hole film. He is* after 
alt. as we have seen and as he knows and confesses 
himself, an uncie rare dodger ol ihe i rut In he very 
much wants to believe that "All is best, though we lilt 
doubt : an si he very hacllv needs to construct some- 
thing iijHin which to rejoice. 

Vet Bergman himself, once al any raie* seemed lo 
endorse David, In an interview on Swedish television 
m 1%3. he virtually repeated David's words about 
tiinf being lose and vice-versa, ami appeared lo give 
i hem Ins Messing. And he subtitled this film A etui ri- 
te achieved.’' although one tnusi immediately add 
that >r is the lirsi pan of a trilogy of which the other 
two are U mirt l igf*t T certainly unmasked ‘I and ffv 
Sihrmr Clod's silence— the negative impression S, 
and ih*u in Winter / ij/u tiumur ftjorustrand plays a 
priest is ho has Inst his faith* 

It we in LM rhe tale father than ihe artist* ii hkiks as 
il n is i he character, the very specifically ere a led 
3 Livid, who is sheen ng himself up by irving (and for 
me. I must sjy. dismally lulling! to iurii his hack on 
Karin's suffering. While it's true that ihe film ends 
w ith a close-up nl Minus saying "Father spoke to me 
and i lie suggestion that Karin's disintegration lias ai 
anv rate resulted in father and son cunumi mealing lor 
the first time and establishing a genuine relationship, 
nevertheless one doesn t have to k a cynic, nor even a 
s kep t is . to lc-el that ihe price has been Jtrocioudy 
high that .i universe based on this kind ol moral s,d- 
lliIus svouLd Ik a lair imiution of hd'l- It looks u» me. 
j |so (t hough here I musi be icntatbc), as though 
Bjorn st rand' s acting here exquisitely conveys, by its 
diakv >ell assert ion arid stony ini mobility ol counte- 
nance. that David is being sincere enough hut only to 
the limits ot’ his not very great capacity Hreeixely 
that: no I css, no more, fl fit fit imh-r r/e rim .is ihc- 
poci s.ivsl and il one can only go on irving by *.oil = 
st rim. ling ti suspect ideology of Love out i>l someone 
else s anguish, that is arguably fierier than |lisi giving 
up. but what jhidcs, for me, is Karin's openness to 
whates er life (of Dodl brings her, and her courage in 
seeing ihe thing through, face lU face. 


I jt«rrf t .-/rv . by tT-imljEcd hv Taul Botlrll 

\imui. t.imr I'fcvv YitfL l%" pp If is w ^rtk 

adkiuig rhal Bergtiian. to hiJ^v hy list pmio I Have %erft r dropped 
tin- in ri h hi has Tear up nin.i huni his novel. |i3* ji4> 

rbe eml 'v p- 


71 

rt U f ACTION 


o 


N 


R 


B 


U 


O 


R 


I'onv h relit h 

is j inik Jfkl teacher i>t literaiure jmJ the juthuf i >\ \hlktiprm jW ifv i.ritns. 

1 |< h%e* in I Irsdelher£, AiulraliJ, 

Murmi/i; J 

l iim Si lilJ les ji Atkinum t olk^c. Snrk l ukrreiry. 

PjliI KtlL‘\ 

is eompklinj; his disLcrrai inn on ^'.ilier Beniamin. Hi* recent ovjyc b 4 Vr 

.appeared in FkMit end U>jI f<WtJ / »ir r rft<m ptwm'. have appeared in Quarry, 

RnJurd I ip^K- 

i r jl he-v l : ilm Studies jt AtldnsuCI l ollcpe. York Univerciry. 

S liu ii L ord 

i\i ] h hH amlidjlr ji Volk where die jImi [iJ^hft film. Her eiuv> have j^p|H:4rn) in 
f'Mii jnd f intAtitan. 

Sli-vj.ii Mnrriiun 

teaches vtitul j.rn« Jl j Jii^li Mh«t]| in loromii and i\ working un .1 Hil > in 
Si k Lit jiu! I '■ il 1 1 1>. .il I fum^jhl 4 l Vnrk 1 Jiivcrsiiy. 

hr.nl Sleveni 

is ,l Lrechnec writer living in I ngjand. 


/uum M hisik 

tejchrS film Hiidio Jr tin- Vhihd tor Studies in Ari and i uhlire ot l arictnn University. 
I It r fc-K m f fv \fU' f j-wjkj e/ / jitw pjwTjji/ j ivriutH'tiidi pritfr* i wjc rocenily 
puhl idled Itv die L'nivrrsiiy iat Texas I 3 retv 

K-Lhlii.ii (Hni 

Li working mi ln.s huirth moil and l oIIjHimiiji^ on verccliptjvt wnti 
3 ji [Tie 1 1 1 im tx ti e i | let n u *mI1i >, 



r "'72006 03023 




j ip 

|r ^ 

4P * M 


L F 

* i 

ft 





».. v:. w 


. 



